Dramatizations of four American novels : by Anderson, Patricia Davis,
71 - 17, 037
ANDERSON, P a tr ic ia  Davis, 1916-
DRAMATIZATIONS OF FOUR AMERICAN NOVELS: AN INQUIRE 
INTO SOME PROBLEMS OF RENDERING NOVELS IN 
DRAMATIC FORM.
The U niversity  of Oklahoma, Ph.D ., 1971 
Language and L ite ra tu re , modern
University Microfilms, A XEROX Company, Ann Arbor, Michigan
THIS DISSERTATION HAS BEEN MICROFILMED EXACTLY AS RECEIVED
THE TJNI\it:RSITY of OKLAHOMA 
GRADUATE COLLEGE
DRAMATIZATIONS OF FOUR AMERICAN NOVELS : AN INQUIRY INTO SOME
PROBLEMS OF RENDERING NOVELS IN DRAMATIC FORM
A DISSERTATION 
SUBMITTED TO THE GRADUATE FACULTY 
in  p a r t i a l  fu lf illm e n t of the  requirem ents fo r the
degree of 
DOCTOR OF PHILOSOPHY
BY
PATRICIA DAVIS ANDERSON 
Norman, Oklahoma 
1970
DRAMATIZATIONS OF FOUR AMERICAN NOVELS: AN INQUIRY INTO SOME
PROBLEMS OF RENDERING NOVELS IN DRAMATIC FORM
APPROVED BY
DISSERTATION COMMITTEE
ACKNOWLEDGEMENT
I wish to  express my g ra titu d e  to  Dr. Bruce Granger whose compre­
hensive grasp of 20th Century drama was of g rea t help in  focusing the topic  
of th is  d is s e r ta t io n , and whose cu ltiv a ted  sense of s ty le  was invaluable 
in  the development o f i t .  I  should a lso  lik e  to thank Dr. Roy R. Male fo r 
suggesting to  me a comparison between works in  two media, and Mr. Donald. 
Davis fo r the many hours he spent w ith me in  conversation about the a r t  of 
dram atization and in  answering questions about Ethan Frome, and a lso  fo r 
making av a ilab le  to  me the p h o to s ta tic  copy of a ty p e sc rip t of Mr. Owen 
Davis' dram atization of The Great Gatsby.
- i i i -
TABLE OF CONTENTS
Page
Chapter
I .  THE ESSENCE OF A WORK OF FICTION-ANAGOGIA............................ 1
I I .  FROM A DEATH IN THE FAMILY TO ALL THE WAY HOME................  18
I I I .  A CRITIQUE OF ALL THE WAY HOME AS A RENDERING OF
A DEATH IN THE FAMILY..................................................................  62
IV. THE GREAT GATSBY............................................................................. 83
V. THE OLD MAID..................................................................................... 138
VI. ETHAN FROME.......................................................................................  178
V II. CONCLUSION.......................................................................................... 205
BIBLIOGRAPHY.......................................................................................................  209
- I V -
DRAMATIZATIONS OF FOUR AMERICAN NOVELS; AN INQUIRY INTO SOME 
PROBLEMS OF RENDERING NOVELS IN DRAMATIC FORM
CHAPTER I
THE ESSENCE OF A WORK OF FICTION-ANAGOGIA
The a e s th e tic  d iffe ren ces  between novel-w riting  and p lay - 
w ritin g  may perhaps most conveniently be approached from the angle of 
the p e rce iy e r: how does reading a novel compare w ith going to  a play?
Both are works of im agination, and both t r e a t  of people experi­
encing th in g s . In  bo th , imaginary charac te rs  are placed in  imaginary 
circum stances, and then the re la tio n s  between charac te rs  and circum­
stances are worked out to  a b e liev ab le  conclusion. This i s  tru e  even 
of h is to r ie s ,  fo r  n o v e lis t and playw right a lik e  must f i l t e r  the char­
a c te rs  and the circumstances through th e i r  own im agination in  order to  
produce un ity  of ac tio n . In  both novels and p lay s , then , th e re  must 
be a u n ified  human action  th a t i s  b e liev ab le .
There has been no generation  of l i t e r a t e  men th a t has not d is ­
cussed the question of what u n ified  ac tion  i s ,  and what makes i t  be­
lie v a b le ; and the answers must fo rever remain p a r tly  a m atter of in d i­
v idua l response. The se lf-ex p lan a to ry  term "believab le" re fe rs  to  a 
personal response, and "un ity  of action" can be reduced to  a tautology 
which, i f  i t  is  to make sense, depends a lso  upon a personal judgment:
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the work should contain  everything th a t ought to-be in  i t ,  and nothing 
th a t ought not to  be in  i t .  Y et, s in ce  human beings are a lik e  in  some 
ways, some g en era liza tio n s  may be attem pted: c re d ib i l i ty  depends upon
the p e rc e iv e r 's  being able to  f e e l  w ith the c h a rac te rs , and fe e l  th a t 
such characters would behave the way they do in  such circum stances; 
judgments about un ity  of ac tion  a re , I  b e lie v e , more com plicated, and 
demand a f u l l e r  d iscussion .
A r is to tle  and Dante have each furn ished  an an aly sis  of the na­
tu re  of f ic t io n ,  and each an aly sis  attem pts some d e f in it io n , e x p l ic i t  
in  A r is to t le ,  im p lic it  in  Dante, of un ity  o f ac tio n : A r is to t le  sa id
th a t f ic t io n  i s  the im ita tio n  of an ac tio n  (P o e tic s , Chapters 4, 6 ) , and 
Dante sa id  th a t the e s s e n tia l  meaning of f ic t io n  is  "anagogical"—. ten­
dency of the so u l.
Dante uses the term "anagogy" in  a l e t t e r  to  h is  p a tro n . Can 
Grande d e lla  Scala. He draws upon a t r a d i t io n  of s c r ip tu ra l  in te rp re ­
ta t io n  which finds four le v e ls  of meaning in  any B ible n a r ra tiv e , and, 
by analogy, in  any f ic t io n .  F i r s t  i s  the l i t e r a l i a —"gesta  docet"—
"l*Ihat happens?"—What, on the sim plest grammatical le v e l , does the s to ry  
say? This seems to  be analogous to  what A r is to tle  meant by "D iction": 
the words the w r ite r  uses (Chapter 6 ) . Second i s  the a l le g o r ia —"quid 
credas?"—%fhat i s  the underlying d o c trin e , what are we to  believe? There 
seems to  be an analogy w ith A r is to t le 's  D ianoia. Third i s  m oralia—"quod 
agas?"—What are  we to  do? What s o r t  of a c tio n  does the s to ry  m otivate us 
toward? Perhaps there  i s  a h in t  o f th is  in  the P oetics (Chapter 9) where 
A r is to tle  says th a t poetry is  more p h ilo soph ical than h is to ry , because 
h is to ry  must t e l l  of th ings as they a re , whereas poetry can t e l l  of 
them as they might be or ought to  be . F in a lly , there  i s  the anagogia— 
"quo tendas?"—In what way, and in  what d ire c tio n , does i t  move the soul?
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I  am of the school th a t be lieves th a t A r is to t le 's  "action" was some­
thing th a t  went on in  the mind of the  a r t i s t ;  and, I submit, th is  con­
cept i s  very c lose  to  Dante’s anagogia, except th a t the anagogia goes 
on in  the mind of the p e rce iv er; but of course i t ,  or a t  le a s t  something 
analogous to  i t ,  had to  happen in  the mind of the a r t i s t  f i r s t .  I t  seems 
th a t A r is to tle  and Dante a re  describ ing s im ila r  processes, but are s t a r t ­
ing a t  opposite ends: A r is to tle  begins w ith the ac tio n  to  be im ita ted ,
and s e ts  fo r th  P lo t ,  C haracter, Thought, and D iction (the words u sed ), 
in  th a t o rder, as the elements by means of which the ac tio n  i s  conveyed; 
Dante begins w ith the l i t e r a l i a  (the grammatical meaning), and works 
through a lle g o r ia  and m oralia to anagogia—a happening in  the mind of 
the  p e rce iv er. Both A ris to tle  and Dante describe a work of f ic t io n  as 
a process by which something in  the mind of the a r t i s t  i s  conveyed to 
the  mind of the p e rce iv e r; but A ris to tle  begins w ith the a r t i s t ,  Dante 
w ith the pe rce iv er.
Since th e re  seems (to  me) to  be an analogy between D iction 
and l i t e r a l i a . Thought and a l le g o r ia . P lo t (as i t  is  sometimes used 
in  the Poetics to  mean "the soul of the drama" ra th e r than ' the a r­
rangement of the episodes ) and anagogia, i t  would be in te l le c tu a l ly  
most s a tis fy in g  i f  one could e s ta b lish  an analogy between Character and 
m ora lia , and thus conclude th a t A ris to tle  and Dante were saying e s se n ti­
a lly  the same th ing ; but I  d o n 't be lieve  i t  can be done w ithout serious 
d is to r t io n . There is  indeed some psychological connection between the 
two: A ris to tle  says th a t charac te r in  a drama functions as m otivation
fo r the ac tio n ; and i t  would seem th a t the motives of the agents in  a 
f ic t io n  do ra is e  the issu e  of what are proper motives fo r human beings 
g en era lly . Furthermore, the P oetics o ffe rs  one or two scant suggestions 
th a t one function  o f drama i s  to  answer moral questions: besides the
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comment about the su b jec t of poetry being what might be or ought to  
be, there  i s  h is  observation th a t the agents in  tragedy are b e t te r  
than average (Chapter 4 ), and there  is  some d iscussion  of exactly  how 
much b e t te r  they ought to  be (Chapter 13). N evertheless, the objec­
tio n s  to  the analogy seem to  me insuperab le: when Dante spoke of
m ora lia , he obviously meant, not the ag en ts ' m otives, but the "moral" 
of the s to ry  as a whole—he used the term in  the same sense th a t 
. LaFontaine d id . We cannot, I  th in k , escape the conclusion th a t D ante's 
concerns (a t le a s t  in  the Can Grande l e t t e r )  were w ith the d id a c tic , 
A r i s to t le 's ,  w ith the a e s th e tic .
For an i l lu s t r a t io n  of D ante's concept, the  reader may find
usefu l an excerpt from Thomas G. B ergin 's paraphrase of the Can Grande
l e t t e r  (Dante, R iverside Studies in  L ite ra tu re , Boston, Houghton
M iff lin , 1965, pp. 205, 206):
Dante i l l u s t r a t e s  h is  sense here by examining the lin e s  
from Exodus: "I'Jhen I s ra e l  went out of Egypt, the house of
Jacob from a people of strange language; Judah was h is  sanc­
tuary  and I s ra e l  h is  domain." L i te ra lly  th is  re fe rs  simply 
to  the h is to r ic a l  exodus; the a llegory  s ig n if ie s  our re­
demption accomplished in  C hris t; the moral meaning s ig n if ie s  
the conversion of the soul from s in  to  a s ta te  of grace; 
the anagogical meaning re fe rs  to  the departure of the soul 
from the slavery  of th is  corruption  to the l ib e r ty  of 
ev erlas tin g  g lo ry . A ll of the m ystical meanings are a l le ­
g o r ic a l, s ince they d if f e r  from the h is to r ic a l  or l i t e r a l  
meaning.
Dante decided th a t the d is tin c tio n  between the th ree  m ystical 
lev e ls  of meaning was too small to  be of use to him, and placed a l l  
th ree  under one heading, which he ca lled  " a l le g o r ic a l ."  I  have p re­
fe rred  "anagogical" fo r  two reasons: f i r s t ,  " a lle g o r ic a l"  is  a highly
suspect word in  our cu ltu re ; and second, i t  seems from D ante's i l l u ­
s t r a t io n  th a t a l l  the lev e ls  of meaning, l i t e r a l  and a lle g o r ic a l , 
lead  up to and are a p a r t of the anagogy.
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I have chosen "anagogy" in  preference to  A r is to t le 's  "ac tion ,"  
because "action" so strong ly  suggests "what the actors do on the s tag e"; 
in  fa c t ,  the word is  used in  common th e a t r ic a l  parlance to  mean pre­
c ise ly  th is .  I  did consider the psychological term "o rie n ta tio n " ; but 
th i s ,  I b e liev e , im plies a s t a t i c  s ta t e ,  and the anagogy of a work of 
f ic t io n  is  usually  dynamic. F in a lly , s ince I  wished my meaning to  be 
as p rec ise  as p o ssib le , i t  seemed b e t te r  to  use an unfam iliar word and 
define i t ,  ra th e r  than a word in  common usage and hence w ith a m u ltip l i­
c ity  of meanings.
As I  have suggested, D ante's and A r is to t le 's  concepts seem to  
have enough in  common, a t the very le a s t ,  to  throw l ig h t  upon each 
o ther: although Dante had not read the P o e tic s , h is  "anagogy" goes a
long way toward answering the perenn ial question—"What is  the nature 
of the action  th a t f ic t io n  im ita te s?"  I f ,  then, A r is to t le 's  ac tio n  to  
be im ita ted  and D ante's tendency of the soul are analogous, th is  gives 
us the b asis  fo r a d e f in itio n  of "unity" in  f ic t io n :  a f ic t io n  should
contain everything th a t makes a p a r t ic u la r  tendency of the soul more 
c le a r  or v iv id , or develops i t  more fu lly ;  and i t  should contain  nothing 
th a t is  extraneous to  th is  tendency. S tanislavsky (Francis Fergusson,
The Idea of a T heatre , P rinceton , N. J . , P rinceton Univ. P ress , 1949, 
p. 239) put the m atter in  b e h a v io r is t ic  terms fo r h is  ac to rs  when he sa id  
th a t every drama could be reduced to  an in f in i t iv e  phrase, and th a t every 
word, g estu re , in to n a tio n , b i t  of costuming, l ig h tin g , s ta g e -s e tt in g , and 
so on, should be an expression of th is  phrase.
A tendency of the soul may be of two kinds: to  borrow the tim e-
honored d e fin itio n  of a verb , i t  may describe action  or e lse  s ta te  of 
being. That i s ,  the psychic s ta te  induced by experiencing a work of a r t  
may tend toward some a l te r a t io n ,  or toward a s t a t i c  s ta t e .  A work
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of a r t  th a t  causes us to doubt or challenge our customary a tt i tu d e s  and 
p re ju d ices , to  confront them and t e s t  them, and possib ly  to  move to  new 
a tt i tu d e s  o r to  add new dimensions to  old ones—such a work arouses us 
to  a dynamic s ta t e ;  a work which expresses and confirms our general view 
of th in g s , o f ourselves and our neighbors and the so c ie ty  in  which we 
l iv e ,  soothes us to  a s t a t i c  s ta t e .  In  response to  the f i r s t  work, we 
are  confused and we s u f fe r ,  but we le a m  something; in  response to  the 
second, we re lax  and are complacent o r ( i f  the work i s  of high q u a lity ) 
we expand and bask. This d iffe ren ce  in  response may serve to  throw some 
l ig h t  on the recu rren t question of the d is t in c t io n  between a r t  and en te r­
tainm ent : to  the degree th a t the work s e ts  us toward a l te r a t io n ,  toward
some in n er m odifica tion , i t  i s  a r t ;  to  the degree th a t i t  puts us in  a 
s t a t i c  s t a t e ,  a p leasing  bu t unexamined a ffirm atio n  of our customary 
s ta te  of mind, i t  i s  en tertainm ent. In  sh o r t, a r t  produces change in  the 
p e rce iv e r, while entertainm ent re in fo rce s  the s ta tu s  quo.
But in  e i th e r  case , some lim ited  area of concen tra tion , some pe­
c u lia r  emphasis, is  e s s e n tia l :  no s ig n if ic a n t  happening can occur—
we cannot experience anything to  which we a tta ch  much meaning—unless 
o ther happenings are tem porarily subordinated o r e lim inated . That is  
why upstaging is  so deadly in  i t s  e f f e c t .  The s k i l l f u l  dram atist is  
w ell aware of the acute need fo r concen tra tion  and emphasis. Of course, 
concen tra tion  and emphasis are considerations in  any f ic t io n ;  but the 
n o v e lis t emphasizes po in ts simply by including  them—the reader knows 
th a t the h e ro in e 's  dress must be re lev an t to  the anagogy, or the n o v e lis t 
would not have described i t .  The playgoer, on the o ther hand, having 
l iv e  people before him, i s  in c lin ed  to  b e lieve  th a t most of what they 
do is  i r r e le v a n t ,  ju s t  as i t  is  in  r e a l  l i f e —the heroine of a play has
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to wear something. To be su re , the playgoer knows th a t costumes fo r a 
play are c a re fu lly  designed, and th a t the reasons fo r a h e ro in e 's  wearing 
a p a r t ic u la r  tea-gown are not the same as a r e a l  woman's reasons would 
be; n ev erth e le ss , the audience i s  presented w ith the i l lu s io n  th a t the 
reasons a re  the same—th is  i l lu s io n  i s  p a r t  of the suspension of d is b e l ie f .
The d ifference  between a play and a s e r ie s  of r e a l  l i f e  episodes 
is  th a t in  a play everything th a t happens on stage  i s  re lev an t to  a par­
t ic u la r  anagogy, w hile in  a c tu a l episodes most of what happens is  n o t.
The d iffe ren ce  between a novel and re a l  l i f e  i s  th a t in  a novel, m a te ria l 
th a t does no t con tribu te  to  the anagogy ( th a t i s ,  most of what would 
happen in  a r e a l  l i f e  s itu a tio n )  is  om itted. Thus, the d ra m a tis t 's  tech­
nique fo r securing emphasis i s  d if fe re n t from the n o v e l is t 's ;  the novel­
i s t  emphasizes po in ts by the number and fo rce  of the words he devotes to  
them, and circumstances of no s ig n ifican ce  need no t be mentioned a t  a l l ;  
but the d ram atist i s  forced to  deal w ith a l l  the sensory elements of 
r e a l i ty ,  and consequently must construct them in  such a way th a t th e ir  
re la t iv e  s ig n ifican ce  w i l l  emerge fo r the audience. To re tu rn  to the need 
fo r concentration  and emphasis in  drama George P ierce  Baker (Dramatic 
Technique, Cambridge, Houghton M iff lin , 1947, pp. 73-77), says th a t 
many inexperienced dram atists have fa i le d  because they have not a rriv ed  
a t a c lea r  decision  about what is  to  be the c e n tra l issu e  of th e ir  p lay , 
or of a p a r t ic u la r  scene: i f  a kidnapper comes in to  a liv in g  room,
snatches a ch ild  from i t s  m other's la p , b ru ta lly  slaps i t  to  keep i t  q u ie t 
and then makes o ff  w ith i t ,  we cannot give our f u l l  a tte n tio n  to  the 
m other's reac tio n s  u n t i l  we know what has happened to  the ch ild . I t  is  
th is  s o r t  of confusion th a t S tanislavsky in tends to  e lim inate  by i n s i s t ­
ing upon reducing the action  of a play to  a s in g le  in f in i t iv e  phrase: in
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the case c ite d  above, the d ram atist has fa ile d  to decide whether the in ­
f in i t iv e  phrase is  " to  fr ig h ten  a ch ild" o r " to  cause a mother to g riev e ."
Can a novel be expressed in  an in f in i t iv e  phrase? I t  would seem 
th a t to  attem pt th is  would often  impose a c lo se r r e s t r ic t io n  on the medi­
um than i t  can b ear, and would re s u l t  in  losing  the essence of the novel.
I f  we say th a t the ac tion  of War and Peace i s  " to  move from war to  peace," 
we are saying very l i t t l e ,  and th a t l i t t l e  not very tru ly . And y e t, 
novels too are about men in  ac tio n ; perhaps in  the case of a sho rt novel 
where the ac tio n  i s  sharply  focused, reduction  to  an in f in i t iv e  phrase 
might be u se fu l, i f  only fo r purposes of comparison w ith the dramatiza­
tio n . At le a s t  we can say th a t everything in  a novel should throw some 
l ig h t  on everything e lse  in  i t ,  and th a t proportion  (sequence and emphasis) 
i s  im portant fo r the n o v e lis t as w ell as fo r the playw right. However, 
they are not nearly  such c ru c ia l considera tions.
The d ifferences fo r the perce iver between novels and plays are 
b a s ic a lly  of tim e, p lace , and circum stance. Since there  i s  no d e f in ite  
time lim it in  reading a novel, the reader can choose a time when he fee ls  
p a r tic u la r ly  a le r t  and ready to  take an in te r e s t ;  thus the n o v e lis t has 
no need fo r a r ig id ,  minute-by-minute con tro l of the re a d e r 's  response.
The playgoer, on the o ther hand, has no co n tro l whatever over e i th e r  time 
or p lace . Whatever h is  frame of mind, he must be a t  the th e a tre  a t  the 
time h is  t ic k e t  in d ica tes  i f  he i s  to see the p lay . I f  he is  one of the 
many who cannot s i t  through an evening a t  the th e a tre  without su sta in ing  
some degree of physica l discom fort, there  i s  nothing he can do to  a l l e ­
v ia te  i t —he is  a t the mercy of the manager and the r e s t  of the audience. 
Moreover, he has made a considerable investment of money (which, a la s , 
is  seldom the case w ith the n o v e l-read er), on which the re tu rns must be
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rea lized  w ithin the next two hours. F in a lly , he can exercise  but l i t t l e  
of h is  own im agination upon the characters and circumstances of the f i c ­
tio n : they are physica lly  before him, and he must accept them without
any f i l t e r in g .  In  sum, the n o v e lis t p resen ts h is  f ic t io n  only to  the 
re a d e r 's  thought, during an in d e f in ite  time; the d ram atist must reach 
the audience 's thought through the senses, in  a d e f in ite  time period.
The disadvantage fo r the d ram atist in  a l l  th is  (or perhaps one 
should say the g re a te r  challenge) i s  th a t he cannot a ffo rd  to  lo se  the 
audience 's in te r e s t  fo r more than a few seconds a t  a tim e. I t s  reac­
tio n  must be kept a t  a p itc h  of much h igher emotional in te n s ity  than 
the novel re a d e r 's .  Beyond the d if f ic u l ty  of m aintaining such a p itc h , 
there  i s  a fu r th e r  problem fo r the d ram atist: much th a t  is  d iscu rsiv e ,
d iffu se , and le isu re ly  may be p leasing  in  a novel, and such m ate ria l is  
often  very im portant fo r i t s  to ta l  impact; in  a p lay , i t  must e i th e r  be 
conveyed by ac tin g , sound e ffe c ts  and stage s e t t in g , or lo s t  a lto g e th e r . 
A good example of th is  is  Ethan Frome: in  the novel, much space is
given to  developing the theme of the long, hard New England w in te rs , 
which becomes a prime motive in  the ac tio n ; but the d ram atis t, aware 
th a t he could not hold h is  audience by having the characters ta lk  about 
the w eather, hardly  mentions i t ,  and the ac tion  becomes a tragedy of 
charac te r ra th e r than s itu a tio n .
In fa c t , the d ram atist cannot hold the audience by having h is  
characters ta lk  about anything. The inexperienced adapter may suppose 
th a t i f  he can find  a novel w ith a g rea t deal of dialogue, much of h is  
work w il l  be already done fo r him; bu t th is  i s  not so . Novels are  f u l l  
of fa sc in a tin g  conversations th a t cannot possib ly  be tra n sfe rre d  to  the 
stage ju s t  as they a re : in te re s t in g  ideas take time to absorb, and th a t
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is  why plays th a t read superbly, such as Congreve's The Way of the World, 
do not always play w ell—the audience cannot follow them.
There may be another reason why conversation on the stage i s  so 
f u l l  of p i t f a l l s ;  we are tra in ed  to  receive complex ideas through the 
w ritten  ra th e r  than the spoken word. Thus, when confronted w ith p r in t ,  
we bring  our mental fa c u ltie s  more in to  p lay , and our sensory fa c u ltie s  
le s s . And not only have we been tra in ed  to  th ink  when we read , but i t  
i s  e a s ie r  to  do; th e re  are no d is tra c t io n s . In a stage conversation , 
our a tte n tio n  is  constan tly  being caught by g estu res , d e ta i ls  of costume, 
or other appeals to  the senses.
However, the d ram atist, un like the o ra to r or le c tu re r ,  need not 
depend on words alone to  convey h is  id eas . He has a much b e t te r  device, 
and one which h is  audience expects: i l l u s t r a t iv e  action . A f ic t io n a l
wife who has quarreled  with her husband may bring  him a cup of coffee; 
in  both novel and p lay , th is  w il l  be in te rp re te d  as a peace o ffe rin g ; 
but an ac tre ss  can bring  in to  play a whole range of gesture and expres­
sion  th a t would be very tedious i f  the n o v e lis t attempted to  describe 
i t —the n o v e lis t must deal w ith these elements d if fe re n tly . V isib le  
ac tion  is  in  fa c t the d ra m a tis t 's  g re a te s t advantage. For one th in g , 
the presence of l iv e  people performing the ac tion  autom atically  c a r r ie s  
g rea t conviction , and heightens the audience 's response—an e f fe c t  not 
availab le  to  the film  or te le v is io n  s c r ip t  w rite r .
Here is  perhaps the place fo r a d ig ression  on the r e la t iv e  ad­
vantages of screen and stage fo r  producing the i l lu s io n  of r e a l i ty .  For 
the suspension of d is b e l ie f , what the playgoer must suppress is  the aware­
ness th a t the stage action  i s  not r e a l ,  but an invented one performed by 
a c to rs . A moviegoer, on the o ther hand, must suppress the awareness th a t
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he is  looking a t  images on a screen and not a t  f le sh  and blood. Here 
the advantage of film  may outweigh the disadvantage: although we see
only an image, the physica l circumstances of photography piake i t  easy 
to  be lieve  th a t the people whose images we see were in tru th  involved 
in  the s i tu a tio n s  we see them in —in  a film  of a winged man fly ing  
through clouds, a re a l  man i s  photographed, and re a l  clouds; th is  re a l­
i ty  aids the i l lu s io n  th a t  the two are ac tu a lly  in  ju x ta p o s itio n . In 
o ther words, any film  is  p o te n tia lly  a documentary. , Against th is  we 
have, on the s tag e , the powerful evidence o f the actions th a t l iv e  people 
ac tu a lly  p resen t are performing—sm iles, scowls, p e rsp ira tio n , co llap se , ' 
e t c .—besides the physica l and psychic v ib ra tio n s  s e t  up between liv e  
bodies, and the in te rp la y  of response between ac to rs  and audience.
I t  i s  p o ssib le  th a t the g re a te s t advantage of liv e  ac to rs  i s  
not physica l a t  a l l ,  but a psychological phenomenon which makes i t  easy 
fo r the audience to  id e n tify  themselves w ith what goes on upon the stage : 
we see people doing what in  r e a l  l i f e  we might see them doing. To put 
i t  in  another way, each member of the audience is  a n o n -p a rtic ip a tin g  
observer of th ings which in  r e a l  l i f e  he might very e a s ily  be a p a r t i c i ­
pant in . The lim ita tio n s  of the box s tag e , which tend to  preclude any 
bu t ordinary scenes, tend a lso  to  ensure th a t stage  s itu a tio n s  are usu­
a lly  such as a re  h ighly fa m ilia r  to  most of us—the s e tt in g s  are lik e ly  
to  be the liv in g  room, the garden, the s t r e e t ;  and the episodes are lik e ly  
to  be such as might concievably occur th e re . Surely these  fa m ilia r  c i r ­
cumstances f a c i l i t a t e  a close id e n tif ic a t io n  of the audience w ith the 
s tage ac tio n . The film , w ith i t s  re la tiv e  w ealth of devices fo r tran s­
fe rrin g  the m ate ria l of a novel, may nevertheless be le ss  e ffe c tiv e  in  
th is  a ll- im p o rtan t m atter of arousing empathy in  the audience.
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For example, in  the film  version  of U lysses, Molly Bloom's 
famous so liloquy  is  presen ted  very much as i t  is  in  the book, although 
i t  i s  much cu t: Molly i s  ly ing in  bed th ink ing . We see her ly ing
th ere  s i l e n t ly ,  w hile her vo ice, u tte r in g  h e r thoughts, i s  brought in  
on the sound tra c k . Such a scene would of course be im possible upon 
the s tag e . But can we fe e l  the same empathy fo r Molly th a t we do in  
reading the book? As we watch h e r in  bed, we must suppress our aware­
ness th a t we can never know what a person i s  thinking by watching her 
as she l ie s  in  bed, and th a t  we c a n 't  hear peo p le 's  voices when th e i r  
l ip s  d o n 't move. I f  these  unusual occurrences do not give us a sense 
of u n re a li ty , they must a t  le a s t  have the e f fe c t  of making us fe e l  out­
side  of Molly ra th e r  than in s id e  h e r.
This brings us to  the su b jec t of p o in t of view. In a novel, 
the po in t of view may s h i f t  back and fo r th  among the ch arac te rs  and 
the n a rra to r . By means o f i t ,  the  n o v e lis t gains a d e lic a te  and sure 
co n tro l over a e s th e tic  d is tan ce : he can p resen t h is  charac te rs  fo r
our completely detached observation , or s e t  us w ith in  th e i r  very bosoms, 
or do anything in  between. Thus, " f la t"  characters can be a r t i s t i c a l l y  
su ccessfu l in  a novel, because they are f l a t  to  the po in t-o f-v iew  char­
a c te r . The dram atist has not th is  co n tro l over d is tan ce : he can indeed
crea te  f l a t  charac te rs  i f  he w ishes, whom we tend to  observe ra th e r  than 
to  f e e l  w ith ; and by th is  means he can focus our empathy upon one or 
more c e n tra l three-dim ensional c h a rac te rs . But since  h is  f l a t  charac­
te r  must be incarnated  in  a three-dim ensional a c to r , i t  may tu rn  out 
not f l a t  a f te r  a l l .  A few f l a t  charac te rs  may be very u sefu l in  a novel to 
s e t  o ff  the more rounded ones; i t  i s  a question  whether th is  ever works w ell on
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stage (except perhaps in  c e r ta in  kinds of comedy, where the ac to r uses 
d e lib e ra te  devices to  minimize empathy). Besides the d if f ic u l ty  ju s t  
suggested—th a t an ac to r may make an apparently f l a t  charac te r in to  one 
not only three-d im ensional, but more a liv e  than the main charac te r—the 
only way a stage charac te r can be made f l a t  is  e i th e r  to  have some other 
charac te r say th a t he i s  the epitome of s e lf ish n e s s , or whatever i t  may 
be, or e lse  to  have him say and do the same things over and over again.
The f i r s t  device is  unconvincing, and the second i s  both unconvincing 
and tiresom e.
Now th a t the  so liloquy is  a thing of the p a s t , then, i t  is  
d i f f i c u l t  or im possible to  c rea te  point-of-view  characters fo r the stage. 
There are p lays, to  be su re , such as The Glass Menagerie and I Remember 
Mama, where there  is  a n a rra to r  who is  a lso  an agent. When th is  device 
is  used in  a novel, the e f fe c t  is  a r ig id ly  fixed po in t of view. However, 
as I  analyze my own response to the same device as used in  drama, I  d is ­
cover th a t as soon as the n a rra to r  stops n a rra tin g  and the action  proper 
begins, I  stop seeing i t  from h is  p o in t of view. I be liev e  the use of 
a n a rra to r  on the s tage  is  not intended to e s ta b lish  po in t of view, but 
is  simply a convenient device fo r p resenting  background m a te ria l. In 
my opinion, th is  app lies even to  A rthur M ille r 's  A fter the F a l l ; as soon 
as I  imagine liv e  bodies on the s tag e , even i f  they are declared to  be 
figments of one man's im agination, I  begin to  see the ac tion  from various 
poin ts of view. The audience have th e ir  own fixed  p o in t of view: as
suggested b efo re , they view the stage action  as n o n -p artic ip an t observers, 
and are  in te re s te d  to  the degree th a t they might be in te re s te d  in  p a r t i ­
c ipating  in  such ac tion  in  re a l l i f e .  This accounts perhaps fo r the 
fe e lin g , curren t a t  le a s t  since A r is to t le 's  time and probably much e a r l i e r .
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against vio lence presented d ire c tly  upon the s tage: most of us find
i t  more to le ra b le  to  read or hear about v iolence than to  see i t  or 
p a r tic ip a te  in  i t —i f  we get too close to  i t ,  our impulse i s  to  run 
away, psychologically  i f  not p h y sica lly : we become le ss  involved in
the ac tion .
This fix ing  of the audience's po in t of view brings us f u l l  
c ir c le  to  the device of i l lu s t r a t iv e  action  once again. In  the th ea tre  
of rea lism , we can never re a lly  get in s id e  the head of an agent in  a 
drama as we can with an agent in  a novel. This lim its  the d ram atist 
in  h is  rev e la tio n  of ch arac te r, fo r charac te r is  a m atter of thought 
and sentim ent as w ell as ac tio n . However, the lim ita tio n  has i t s  ad­
vantages: none of us tru ly  knows anyone e lse  by re p o rt; fo r  accurate
knowledge, we are dependent on what he says and does. And the impos­
s i b i l i t y  o f the d ra m a tis t 's  le t t in g  us d ire c tly  in to  the c h a rac te rs ' 
consciousness elim inates the d i f f ic u l ty ,  sometimes so p e rilous fo r the 
n o v e lis t , of making action  and speech co n sis ten t w ith what we are to ld  
they are th ink ing . And i f  the dram atist is  under the necessity  of 
providing h is  characters with more actions to perform than words to 
speak, th a t too enhances the sense of r e a l i ty —in  re a l  l i f e  i t  is  what 
people do th a t in te re s ts  us, fa r  more than what they say. Such in ­
te r e s t  as the spoken word may have fo r us depends enormously upon who 
speaks, and how—in  fa c t ,  on ch arac te r, in to n a tio n , gestu re , and a tte n ­
dant circum stance, a l l  of which is  another way of saying i l lu s t r a t iv e  
ac tion . And of course the prime importance of ac tion  does not mean th a t 
i t  need be sp ec tacu la r; i t  can be very qu ie t and su b tle , or in  fa c t be 
no action  a t  a l l :  Mrs. Fiske was thought to  have performed a marvel of 
dramatic a r t  when, in  Edward Sheldon's Salvation N e ll, she s a t on the
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barroom flo o r holding h er drunken lo v e r 's  head in  her lap fo r a f u l l  ten  
minutes w ithout speaking or moving, w hile the usual barroom a c t iv i ty  went 
on around her (Bernard H ew itt, Theatre U .S.A ., 1665-1957, New York, McGraw 
H il l ,  1959, p. 302).
The im p o ssib ility  of g e ttin g  in s id e  the characters a lso  precludes 
the in tru s io n  of the author upon the s tag e ; but th is  again is  probably 
an advantage—we are not con tinually  being to ld  things about the  charac­
te rs  which we are never given any reason to  b e liev e . Furthermore, we 
are spared the s t r a in  o f having to  decide whether to  id e n tify  w ith the 
author or w ith the ch arac te rs—we can id e n tify  w ith whichever characters 
■ appeal to us a t  the moment, as we would in  re a l  l i f e .  This reduction o f 
s t r a in  is  a lso  an e f fe c t  of the  fixed  po in t of view: in  the in te re s ts
of in te n s ity  of experience, i t  i s  good to be able to  stand s t i l l .
In closing  th is  d iscussion  of the a e s th e tic s  o f novel- versus 
p lay -w ritin g , and the advantages of each, we may give some considera tion  
to  the p revalen t fee lin g  th a t a work of f ic t io n  is  somehow a r t i s t i c a l l y  
v io la ted  by being tra n s fe rre d  from one medium to another. This view seems 
to have a lte re d  over the y ea rs , possib ly  because of the p rogressively  
h igher q u a lity  o f film s, p lays, and m usicals. I f  any reader should be 
disposed to  question th is  improvement in  general q u a lity , l e t  him con­
s id e r  th a t in  f i f t y  years we have come from The Green Hat to  Look Homeward 
Angel, from Whoopee to  South P a c if ic ; and th a t in  the l a s t  decade, 
Finnegan's Wake has tw ice been adapted fo r  the s tag e . But whatever the 
reason, nobody in  our day seems to  th ink th a t making a m usical of 
"Bartleby" is  an a c t of lèse-m a.jestë toward M elv ille , o r th a t a d ram atist 
i s  lowering him self by taking h is  m ate ria l from another medium.
The fee lin g  th a t  change of medium is  i n a r t i s t i c  may have come 
from the notion th a t one medium is  a s u b s ti tu te  fo r another: th a t i s ,
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i t  was supposed th a t people would see the play or the film  in stead  of 
reading the novel; and obviously, the experience would be a b r ie fe r  one, 
and could not but e n ta i l  some lo ss  of m a te ria l. We know now th a t the 
enormous increase  in  adaptations of novels to  s tag e , screen , and te le ­
v is io n  has increased  the reading of novels; presumably, i f  a person 
lik e s  the p lay , he is  stim ula ted  to  read the novel. I t  seems even th a t 
t ra n s fe r  of medium can in te n s ify  the impact of a work of f ic t io n —the 
play heightens vividness and fo rce , the novel gives su b tle ty , depth, and 
range. A ll th is  corroborates the idea  of a f ic t io n  being a tendency of 
the sou l: i f  a f ic t io n  is  an im ita tio n  of a psychic s ta t e ,  then the
psychic s ta te  i s  a t  le a s t  to  some degree independent of the concrete 
form in  which the im ita tio n  is  rendered, and i t s  in carn atio n  in  various 
media would c la r i fy  and deepen i t  in s tead  of d is to r tin g  and d is s ip a tin g  
i t .
There i s  of course a q u a lif ic a tio n  to  be made here : the f ic t io n
would be enhanced to  the degree th a t the a r t i s t  who did the adapting was 
endowed w ith the s e n s i t iv i ty  to  understand i t  and the s k i l l  to  convey i t .  
I t  i s  qu ite  po ssib le  fo r a d ram atist to  take a fin e  or grand f ic t io n ,  and 
reduce i t  to  something tawdry. Conversely, there  is  no reason why a dra­
m a tis t should not have a c le a re r  v is io n  of the anagogy im plied by a given 
s e t  of charac te rs  and circumstances than the n o v e lis t d id . Ethan Frome 
is  a case in  p o in t: in  Edith W harton's novel, the ch arac te r of Zenobia
does not come through very d e f in i te ly , a t  le a s t  not to  me: how did she
fe e l toward Ethan and M attie when they f e l l  in  love, and how, i f  a t  a l l ,  
did her fee lin g  change when they were crippled? There are p len ty  of 
s trong  suggestions as to  what her motives were, but she tends to  lapse 
in to  the s ta tu s  of E than 's parents and the hard New England clim ate—
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simply another m ills to n e  around E than 's neck. In the play she emerges 
as a woman whose love Ethan has re je c te d  from the beginning, and whose 
passionate  desire  is  to  reach him somehow. T h is . ch arac te r, I  submit, 
explains everything th a t Zenobia does in  the novel, and is  in  fa c t  the 
charac te r Mrs. Wharton c rea ted ; bu t in  the p lay , we see her more c le a r ly . 
(Note Mrs. Wharton's l e t t e r  commending the way the play had brought her 
characters to  l i f e  on the s tag e , p. 176 of th is  work.)
There is  the p o s s ib i l i ty  Of course th a t the anagogy of the play 
may be d if fe re n t from th a t o f the novel, w ithout n ecessa rily  e i th e r  
losing  or gaining in  q u a lity . Eor example, B illy  Budd is  about a young . 
s a i lo r  who f e l l  v ic tim  to  the Establishm ent; M elv ille , in  h is  various 
d ra f ts  of the s to ry , seems to  have been unable to  make up h is  mind 
whether the Establishm ent was worth the s a c r if ic e .  Here i s  an issu e  
th a t could be developed in to  th ree  d if fe re n t anagogies: the author could 
have i t  th a t the Establishm ent was worth i t ;  th a t i t  was not worth i t ;  
or th a t i t  is  one of the iro n ie s  of l i f e  th a t we can never know whether 
i t  was worth i t  or n o t. The choice between these th ree  lin e s  of develop­
ment would not n ecessa rily  a f fe c t  the q u a lity  of the fin ish ed  work: one
anagogy i s  probably not e s s e n tia l ly  any b e t te r  or worse than another; 
everything depends upon the a r t i s t r y  w ith which i t  is  handled—upon the 
c la r i ty ,  v iv idness, and depth of the v is io n  the a r t i s t  makes us see.
CHAPTER I I
FROM A DEATH IN THE FAMILY TO ALL THE WAY HOME
To i l l u s t r a t e  some of the tech n ica l problems of dram atizing novels, 
and how they may be handled, I  have chosen Tad M osel's adap ta tion . A ll The 
Way Home, of James Agee's novel A Death In  The Family (see Bibliography, 
p. 210). The following method has been adopted:
1. A blocking out of the novel in to  sec tions (these sec tions w ill
be marked N l, N2, N3, e t c . ,  fo r fu tu re  re fe ren ce ).
2. A blocking out of the play (these sec tio n s  w il l  be marked P I,
P2, e t c . ) .
3. A close analysis o f the f i r s t  scene of the p lay , to  show what 
m ate ria l from the novel has been incorporated  in to  i t ,  and 
how th is  i s  done.
Some explanation i s  needed here of the c r i t e r i a  th a t  have been 
used in  the  blocking out of the novel and the p lay . I t  w i l l  be noted th a t 
of some chapters and scenes there  is  a ra th e r  f u l l  p re c is , w hile of o th e rs , 
only the most general statem ent of contents has been made. The reason 
fo r th is  d iffe ren ce  of treatm ent is  th a t the purpose of the blocking out 
is  to  show as many examples as p o ssib le  of the various tech n ica l problems 
confronting the dram atiser ; accordingly , some p a rts  th a t  fu rn ish  p a r t i ­
cu larly  s tr ik in g  i l lu s t r a t io n s  of these problems, or of the  d ra m a tis t 's  
way of dealing w ith them, have been tre a ted  a t  some len g th ; o thers would
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have been redundant according to  th is  c r i te r io n , and therefo re  have 
been summarized only b r ie f ly .
The Novel: A Death In The Family
The s tru c tu re  of the novel is  in  two modes. There is  a chrono­
lo g ica l n a rra tiv e  in  th ree  p a r ts , p rin ted  in  Roman type, covering four 
days. To th is  basic  s tru c tu re  are added th ree  sec tions in  i t a l i c s .  The 
f i r s t  is  a short in tro d u c tio n , the second and th ird  are  much longer, 
and occur a t the ends of P a rts  I and I I  re sp ec tiv e ly . These are rem ini­
scent passages, mostly R ufus ', and much of the m a te ria l has the character
of poetry ra th e r than prose. The e d ito r  has furnished the following
note about the i ta l ic iz e d  passages:
James Agee died suddenly May 16, 1955. This novel, upon 
which he had been working for many y ears, is  presented 
here exactly  as he wrote i t .  There has been no re ­
w ritin g , and nothing has been elim inated except fo r  a 
few cases of f i r s t - d r a f t  m a te ria l which he la te r  re ­
worked a t g rea te r leng th , and one sec tion  of seven-odd 
pages which the ed ito rs  were unable s a t i s f a c to r i ly  to 
f i t  in to  the body of the  novel.
The ending of A Death in  the Family had been reached 
sometime before Agee's death, and the only e d i to r ia l  
problem involved the placing of severa l scenes out­
side  the time span of the basic  s to ry . I t  was f in a l ly
decided to p r in t  these in  i t a l i c s  and to  put them 
a f te r  P arts  I  and I I .  I t  seemed presumptuous to  try  
to  guess where he might have in se rted  them. This a r­
rangement a lso  obviated the n ecessity  of the ed ito rs  
having to  compose any tra n s i t io n a l  m a te ria l. The 
sho rt sec tion  "Knoxville: Summer of 1915," which
serves as a s o r t  of prologue, has been added. I t  was 
not a p a rt of the manuscript which Agee l e f t ,  but the 
ed ito rs  would c e r ta in ly  have urged him to include i t  
in  the f in a l  d ra f t.
How much polish ing  or rew riting  he might have done is  
impossible to  guess, fo r he was a t i r e le s s  and pains­
taking w rite r . However, in  the opinion of the e d ito rs
and of the pub lisher, A Death in  the Family i s  a near­
p e rfe c t work of a r t .  The t i t l e ,  l ik e  a l l  the r e s t  of 
the book, is  James Agee's own.
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# of Sec.
Pages #
6 Nl The prologue: the au th o r 's  reminiscence of a ty p ic a l evening of
the summer of 1915, which id e n tif ie s  him w ith Rufus. A fter a page or so 
of c u ltu ra l background (some of which is  tra n s fe rre d  verbatim  to  the play 
in  the form of stage d ire c tio n s ) , he speaks of the a fte r-su p p er r i t u a l  of 
fa th e rs  of fam ilies w atering th e ir  lawns, then s i t t in g  q u ie tly  outdoors 
with th e ir  fam ilies u n t i l  bed time. The atmosphere is  of family c lose­
ness, of p ro tec tio n  and love; but the passage ends "and those receive me, 
who q u ie tly  t r e a t  me, as one fam ilia r and w ell-beloved in  th a t home: bu t
w il l  n o t, oh, w i l l  n o t, not now, not ever; but w il l  not ever t e l l  me who 
I  am."
12 N2 P art I
(Roman)
Chapter 1 : A n a rra tiv e  account, from Rufus' po in t of view, of the even­
ing before Ja y 's  death, the la s t  occasion on which he and h is  son were 
toge ther. They go a f te r  supper to  see a C harlie Chaplin film , then to 
a saloon where Jay "h o is ts  a couple" and proudly introduces Rufus to h is  
acquaintances. Rufus is  proud of h is  f a th e r 's  unspoken confidence th a t 
he w il l  not mention the saloon to  h is  mother. He knows how to  pronounce 
the name of the saloon, but w ill  not say so to  h is  f a th e r 's  c ron ies, 
fo r th is  would be bragging. On the way home, he considers: "What was
bragging? I t  was bad." He comes to  the conclusion th a t bragging is  
taking c re d it fo r being sm art, when what one ought to  be is  brave.
They walk home, stopping to s i t  q u ie tly  together in  a vacant lo t  
and enjoy the evening. At one p o in t. Jay takes Rufus' head and presses 
i t  against him. Afterwards, in  bed, Rufus th inks he hears through h is
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Pages Sec, sleep  h is  fa th e r  preparing to  d epart; but the im pression i s  so dim th a t
in  l a t e r  years he cannot be sure th a t he did not invent i t .
20 N3 Chapter 2. N arra tiv e , f i r s t  Jay ’s po in t of view, then (p. 39) J a y 's
(Roman)
and Mary's a t  the same tim e, then Mary's a f te r  Jay has gone.
In  the dead o.f n ig h t, the telephone r in g s , waking Mary and Jay .
I t  is  Ralph, drunk, saying th a t th e i r  fa th e r  i s  very i l l .  Jay t r i e s  
to  find  out how s ick  h is  fa th e r re a lly  i s , but Ralph is  too drunk to 
make sense. Jay , d isgusted w ith him self fo r  b ickering  a t  such a mo­
ment, soothes Ralph and says he w i l l  come.
Mary, as soon as she understands th a t he i s  preparing to  leave , 
ge ts  up to  f ix  him b re a k fa s t. Jay ea ts  a b ig  b reak fas t to  p lease  Mary, 
and warms some milk fo r her to  make h er s leep . He asks h e r, to  her su r­
p r is e , what sh e 'd  l ik e  to  do fo r h e r b irth d ay . They discuss whether to  
wake the ch ild ren  in  case Jay should be gone fo r sev e ra l days. They de­
cide not to , but th e re  i s  a sp ec ia l solem nity and tenderness about th e ir  
leav e-tak in g . I t  i s  a t  th is  p o in t th a t  the poin t-of-v iew  is  shared be­
tween them. Jay goes ou t, po in t of view s h i f t s  to  Mary. For two pages, 
she l is te n s  in  "sympathy. . . amusement. . . and dread" as he s t a r t s  
the car. She looks in  on the ch ild ren . Both have wet the bed, "as 
always." She re f le c ts  th a t  they are both too b ig  fo r  th a t ,  "Rufus ce r­
ta in ly ."  She goes to  bed, noting w ith a pleased sm ile th a t Jay has 
freshened up the bed fo r  h e r.
6 N4 Chapter 3 . N arra tiv e , J a y 's  po in t of view. As he drives o ff  he th in k s , 
(Roman)
sm iling , th a t  a t th is  moment Mary w il l  find  the freshened bed; i f  he 
had breakfasted  in  an a l l-n ig h t  lunch room, as he suggested doing, he 
could have had a shot of liq u o r . A fte r passing through the mean suburbs, 
which he d is l ik e s ,  he s e t t l e s  down to enjoy the d riv in g . He a rr iv e s  a t
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Pages Sec, the manually operated fe rry . On the o ther s id e , a family in  a mule-
drawn wagon i s  w aiting  to  c ross. The mule is  badly frigh tened  a t  the
racket the car makes as Jay drives o ff  the fe rry , and "the eyes which
followed him could not forgive him the n o ise ."  He thinks th a t the 
"poor damn dev ils"  must have waited a t  le a s t  a couple of hours fo r the 
fe r ry , and w i l l  be hopelessly  l a te .  He is  now in  the deep country, h is  
home country, which he loves; and "q u ite  unconsciously he drove a l i t t l e  
f a s te r  than b e fo re ."
N5 Chapter 4 . Mary. In  h e r unaccustomed so litu d e , she cannot get to sleep .
(Roman)
She blames h e rs e lf  fo r not caring as much about J a y 's  f a th e r 's  po ssib le  
death—or in  fa c t  about J a y 's  fa th e r—as she should. She considers h is  
ch arac te r (amiable bu t weak), and th a t of her m other-in-law  (a fa r  f in e r  
person, whose only f a u l t  is  over-indulgence of her husband), finds h e r­
s e l f  th inking  th a t h is  death , though i t  would grieve h is  w ife , would be 
a r e l i e f  to  h e r. Moreover " h e 'l l  no longer stand  between me and Jay ."  
Shocked a t  h e r s e lf ,  she prays ea rn es tly  fo r fo rg iveness, and th a t her 
fa th e r-in -law  may l iv e  long so th a t she may l e am  to  understand him b e t­
te r .  She re a liz e s  th a t i t  i s  her re lig io n , not J a y 's  fa th e r , th a t stands 
beüfeen them, and prays th a t th is  "gu lf"  may be c losed . She thinks th a t 
re lig io n  is  something they never ta lk  about, cannot ta lk  about, and 
th a t  her Aunt Hannah and the ch ild ren  are the only people in  her l i f e  
who can fe e l w ith  h e r. As a C h ris tian  woman, she must—she must ra is e  
them in  the Anglican f a i th ;  y e t Jay , though not contemptuous l ik e  her 
b ro th e r Andrew or iro n ic a l  l ik e  her fa th e r , "do esn 't l ik e  i t . "  But 
th is  w il l  widen the g u lf . She c r ie s .
4 N6 Chapter 5 . Rufus. Rufus, C atherine, and Mary are having b reak fas t.
Mary's explanation of where Daddy has gone leads to  a d iscussion  of
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Pages Sec, death. Dialogue i s  between Mary and Rufus. Rufus wants to  know why 
God l e t  the dogs in  to  k i l l  the k i t te n ,  fe e ls  sure they got in  when 
God w asn 't looking. Mary t r i e s  to  reconcile  omnipotence with benevo­
lence by the doctrine  of free  w i l l .  Rufus cannot understand why i t  
w ouldn 't be much e a s ie r  fo r  God to  make people be good. Mary says im­
p ressiv e ly  th a t  God d o esn 't b e liev e  in  the easy way, fo r Himself or 
any one e lse : "God wants us to  come to  Him, to  find  Him." "Like h ide-
and-go-seek," says C atherine, en tering  the conversation fo r the f i r s t  
time. Rufus warmly p ro te s ts  the idea  th a t God plays games, which makes 
Catherine cry. Rufus i s  in  d isg race . He is  angry and bew ildered; but 
when h is  mother, as he is  leaving fo r school, gen tly  urges him to come 
back and t e l l  Catherine h e 's  so rry , because sh e 's  " ju s t  a l i t t l e  g i r l ,"  
he does fe e l so rry  fo r  h e r. " ' I  ^  so rry , C a th e rin e ,' he sa id . 'Honest 
to  goodness I  am. Because y ou 're  a l i t t l e ,  l i t t l e  g i r l ,  and. . . '  But 
w ith th is  C atherine exploded in to  a roar of angry te a r s , .  . . and Rufus, 
dumfounded, was h u s tled  brusquely o ff  to  schoo l."  (Note: none of the
m ate ria l from th is  chapter i s  d ire c tly  tra n s fe rre d  to  the p lay ; but 
the scene is  an i l lu s t r a t io n  of the close family atmosphere, o f Mary's 
d i f f ic u l t ie s  w ith her re lig io n  and with communicating i t  to h e r fam ily, 
and of Rufus' d i f f i c u l t i e s  in  find ing  h is  id e n t i ty .)
11 N7 Chapter 6 . Ralph. He i s  ashamed of him self fo r lo sing  h is  head and
c a ll in g  Jay unnecessarily . He re c a p itu la te s  the circum stances: when
h is  mother was aware th a t  her husband was se rio u sly  i l l ,  she sen t a 
^  neighbor to  summon f i r s t  the doctor and then Ralph. He resen ts  th is
order of p r io r i ty  but comforts h im self by the thought th a t he i s  the 
only son av a ilab le  in  th is  emergency. In a " v ir tu a l  panic of aroused 
r e s p o n s ib il i ty ,"  he rushes about, arouses h is  w ife , arouses the neighbors
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to  s tay  w ith the ch ild ren  so h is  w ife can go with him (she w ill  be the 
only son 's  wife on the prem ises), drives " lik e  s ix ty "  in  h is  Chalmers, 
which "he had chosen because i t  was a b e t te r  c lass  of auto and a more 
expensive one than h is  b ro th e r 's ,  a machine people made smart jokes 
about." A ll th is  is  in te rsp ersed  w ith swigs of whisky. A rriving a t 
h is  f a th e r 's ,  there  is  a two-hour w ait fo r the doctor. Ralph, fee ling  
everyone's g r ie f  as acutely  as h is  own, attem pts to  confort h is  mother, 
" te l l in g  her she must be brave, te l l in g  h e r she must not try  to  be brave, 
to  lean on him, to  cry h e r h ea rt ou t, fo r n a tu ra lly  a t such a time she 
would want to  fe e l her sons close around h e r ."  Aware th a t he is  not 
succeeding in  comforting h is  mother, he re a liz e s  she do esn 't love him.
Nor does h is  w ife: "she was not even sorry  fo r  him; he f e l t  slobbering
and f a t ,  the way she looked a t  him and suddenly w ith te r r ib le  hatred  
was sure th a t she would p re fe r  to  sleep  with f la t - b e l l ie d  men—what man? 
Any man, so long as h is  b e lly  d o n 't get in  the way." The neighbor, even 
the i l l i t e r a t e  h ired  man who withdraws and says th a t he is  availab le  
when needed, are behaving b e t te r  than he. Everybody hates him. He is  
sneaking drinks a l l  th is  time. F in a lly , rushing outside in  desperate 
t h i r s t ,  he discovers th a t h is  b o tt le  is  empty. He beats h is  head against 
the w a ll, b ru is ing  h is  temple ra th e r badly. His shock, rage, and despair 
sober him, and he becomes aware th a t he is  a slave to  drink because he 
i s  a slave to  o ther peop le 's  opinion. In these ra re  moments of in s ig h t, 
he almost be lieves th a t he can stop drinking; bu t in  h is  h eart he knows 
th a t he w il l  never change. He is  lik e  h is  s ick ly  son, ra d ic a lly  inade­
quate; he should never have fathered ch ild ren ; he should never have been 
bom . "And looking a t  h im self now, he n e ith e r despised h im self, nor 
f e l t  p ity  fo r h im self, nor blamed others fo r whatever they might fe e l
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Pages Sec, about him." He knows th a t they do not h a te  him—h is  mother has always 
loved him " in  a way she loved nobody e ls e ."  His w ife , although he is  
" the  w orst ta i l -c h a s e r  in  L aF o lle tte ,"  i s  g en tle  and unreproachful, and 
never th inks of sleeping with o ther men. Tonight has been a t e s t ,  "one 
o f the times in  a man's l i f e  when he is  needed, and can be some good, 
ju s t  by being a man. But I'm  not a man. I'm  a baby. Ralph is  the baby. 
Ralph i s  the baby."
8 N8 Chapter 7. Hannah. She telephones Mary and in v ite s  Rufus to  go shop­
ping w ith h e r. Mary is  sure he would be de ligh ted . Hannah in s is t s  he 
is  not to  come unless he would re a lly  enjoy i t .  He comes, and re a lly  . 
does want to ; bu t the two have some d if f ic u l ty  in  understanding each 
o th e r, because on the one hand Mary has to ld  him he must be sure to  be 
convincing, and on the o th e r, Hannah "can t e l l  d ire c t quotation when 
she hears i t , "  and consequently is  not sure a t f i r s t  how Rufus ac tu a lly  
does fe e l . In the dark h a l l ,  Grandma Lynch, almost to ta l ly  deaf and 
dim of s ig h t, co llid es  w ith them. She gasps. They shout, to  id e n tify  . 
themselves and reassure  h e r. "U pstairs Rufus heard Andrew b i te  ou t,
'Oh, G-godd'; but h is  grandmother, used to  such f r ig h ts ,  laughed her 
tin k lin g  la d y -lik e  laugh (which was beginning fa in t ly  to  crack) very 
sp o rtin g ly , . . .'And th e re 's  l i t t l e  Rufus!' she sm iled, leaning deeply 
toward him w ith damaged, merry eyes and p lay fu lly  p a ttin g  h is  cheek." 
Hannah and Rufus depart. He s i le n t ly  admires her ex p ertise  a t  shopping. 
She o ffe rs  to buy him a cap. He is  so much overwhelmed with joy th a t 
he cannot answer, and she mistakes h is  s ile n ce  fo r lack of enthusiasm.
He reassures h e r, and she re a liz e s  fo r the f i r s t  time how passionately  
he has wanted the cap. She hopes to  h e rs e lf  th a t he w il l  not be "goody- 
goody" about h is  m other's not wanting him to  have i t .  He f i r s t  chooses
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Pages Sec, a conservative b lue serge; aware th a t th is  is  not what he re a lly  w ants, 
she urges him to  look a t some o th e rs . She fe e ls  some tre p id a tio n  when 
she sees the re a lly  d readfu l h a t he has chosen, b u t, determined not to  
"boss him," she buys i t  fo r  him.
15 N9 Reminiscence. ( I ta l ic iz e d  sec tio n ; see p. 19, above.) Rufus. He 
wakes during the evening, hears h is  parents ta lk in g  dow nstairs with 
h is  aunt and uncle. The darkness spéaks to  him. I t  i s  loving and 
g en tle , assures him th a t he is  p ro tec ted  and loved by h is  k in fo lk . 
Gradually i t  grows th rea ten ing : are they re a l ly  h is  k infolk? I t
th rea ten s  to  engulf him, and he screams fo r h is  fa th e r . His fa th e r  
consoles him. " 'W here's the dark th a t skeered you?"' he asks, and 
l ig h ts  matches in  a l l  the places where the frig h ten in g  darkness seemed 
to lu rk . In  a com er he finds Rufus' toy dog, Jack ie , and o ffe rs  i t  
to  him; but Rufus does no t want i t .  " 'P o re  o le  J a c k ie , '"  says Jay, 
and Rufus f in a l ly  takes i t .  Jay re f le c ts  how he bought the dog fo r 
Rufus "too  soon, and here i t  i s  now too l a t e . "  P o in t o f view s h if ts  
to Jay. He re a liz e s  th a t although Rufus i s  no longer frig h ten ed , he 
" 'd o e s n 't  want to  be lonesome, ju s t  l ik e  l i t t l e  o le  J a c k ie . '"  He stays 
and s in g s: "My honey, my baby," "What in  the world you doin, Google
Eyes," "G it on board, l i t t l e  c h ild ren ."  Rufus s leep s . Jay , in  h is  own 
room, re f le c ts  how h is  mother sang him to  s leep , and h er mother h e r, 
" r ig h t on back to  Adam, only no one did i t  fo r  him; or maybe did God?" 
Then: "How fa r  we a l l  come. How fa r  we a l l  come away from ourselves.
So fa r ,  so much between, you can never go home again. You can go home, 
i t ' s  good to  go home, b u t you never re a lly  get a l l  the way home again 
in  your l i f e .  And w hat's  i t  a l l  for? A ll I  t r ie d  to  be , a l l  I  ever 
wanted and went away fo r , w hat's  i t  a l l  for? J u s t one way, you do get
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Pages Sec, back home. You have a boy or a g i r l  of your own and now and then you
remember, and you know how they f e e l ,  and i t ’s almost the same as i f
you were your own s e l f  again ."  Although he has many good th in g s , " i t
wasn’ t  what you once had been, and had lo s t ,  and could never have again, 
and once in  a w hile . . . i t  h i t  you hard enough, th a t l i t t l e  while i t  
la s te d , to  break your h e a r t ."  He fe e ls  th i r s ty ,  but " I f  I  ever get drunk 
again, he to ld  h im self produly. I ’l l  k i l l  m yself. And there  are p lenty  
good reasons why I  won’t  k i l l  m yself. So I  won’t  ever get drunk again ."  
Mary comes up to  bed. He shows her Jack ie , th a t  he found under the c r ib .
" ’Well, shame on me!” ' says Mary, and adds th a t she w il l  be glad when she
can stoop again. "He put h is  hand on her shoulder. ’So w i l l  I . ’ ’J a y l’
she drew away, re a lly  offended. ’HoneyI' he sa id , amused and flab b er­
gasted . He put h is  arm around h e r. ’ I  only meant the baby! I ’ l l  be 
glad when the baby’s h e re ! ’ She looked a t him in te n tly . . . understood 
him, and smiled and then laughed s o f t ly  in  her embarrassment. . . ’So 
w il l  I ,  Jay d a r l in g ,’ she whispered. ’So w il l  I . ’"
5 NIO I ta l ic iz e d  s e c tio n . Rufus. Reminiscence of h is  mother singing to  him,
h is  mother and fa th e r  singing toge ther as the whole family l ie s  on the
grass on a q u i l t  in  the evening, then h is  being put to bed. He consi­
ders the d iffe ren ces  between h is  mother and fa th e r—h is  mother is  s o f t ,  
h is  fa th e r  scratchy—and th inks ap p rec ia tiv e ly  of h is  f a th e r ’s roughness 
and g rea t s iz e .
N il I ta l ic iz e d  s e c tio n . Rufus. Reminiscence of h is  mother’s pregnancy.
For some time she has been " d if fe re n t ,"  d is tra c te d , and sometimes she 
looks a t him as i f  amused, which he does not understand: " tak ing  h is
face between her hands, she exclaimed, ’I ’m not laughing a t  you, d a r lin g ! ' 
and fo r the f i r s t  time he f e l t  th a t perhaps she was." At o ther times
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she seems not to  be in te re s te d  in  him. There are m ysterious conversa­
tio n s  w ith Grandma, during which he is  to ld  to  go away. He can hear 
words he does not understand: "pregnancy," "k ick ing ,"  "discharge"
are sa id  fu r t iv e ly , but " la y e tte ,"  " b a s in e tte ,"  "belly -band ,"  though 
equally  obscure to  him, in sp ire  no fe a r  in  the grown-ups. Everyone 
looks s trangely  a t  h is  mother, u n t i l  "At la s t  he asked Uncle Andrew,
' .  . . why is  Mama so f a t? ' and h is  uncle re p lie d , with such apparent 
anger or alarm th a t he was frig h ten ed , 'Ifhy, d o n 't you know? ' and ab­
ru p tly  walked out of the room." Next day h is  mother t e l l s  him he is  
going to  have a su rp r is e , bu t w il l  not t e l l  him when i t  i s  coming, or 
what i t  i s .  For days he looks a l l  over the house fo r i t ,  u n t i l  h is  
mother understands what he is  doing and t e l l s  him i t  i s n ' t  here , but 
in  Heaven. He is  not s a t i s f i e d ,  bu t d o esn 't dare ask questions.
"'Why d o n 't you t e l l  him, Mary?' h is  fa th e r  s a id ."  An interchange
follows between the couple on the su b jec t of how Rufus should be to ld  
about M ary's pregnancy.
Then one day a la rge  colored woman a r r iv e s , m agnificently  
dressed in  w hite. She g ree ts  him. A memory of her s t i r s ,  "and before 
he knew i t  he had flung h is  arms around her neck and she whooped with
astonished jo y ."  L ater he t e l l s  h is  mother th a t V ic to ria  smells good.
His mother c a re fu lly  and porten tously  enjoins him never to  speak of 
sm ell w ith in  the hearing of colored people because i t  might h u rt th e ir  
fe e lin g s . She makes sure he understands th a t he must not do i t ,  and 
why. A fter supper, when V ic to ria  is  taking him to  h is  grandmother's 
to  spend a few days, (h is mother has to ld  him th a t the su rp rise  w il l  
be there  when he comes home and then, in  a rush of te a r fu l  love, has 
bidden him good-bye) he asks her why h er skin  is  so dark. C r is is .
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Pages Sec. " ’J u s t because th a t was the way God made m e,'"  says V ic to ria , " in  a
s te m  and gen tle  vo ice ."  Unhappy s ile n ce . She squeezes h is  hand, he 
squeezes back. Somewhat reassured , she c a re fu lly , p a in fu lly , t e l l s  
him he must never speak of co lor to colored people, or they w ill  th ink 
he is  being mean to  them. More unhappy s ile n ce . Rufus fe e ls  he is  
the cause of the unhappiness, and syas he d idn’ t  want to be mean to  
h e r. She squats down, puts her hands on h is  shoulders, and assures 
him th a t she knows he didn’ t ,  th a t she is  not unhappy, th a t she "couldn’ t  
hardly  love you more i f  you was my own baby." And they go on to Grandma’s ,  
in  "g rea t peace and com fort."
P a rt I I
24 K12 Chapter 8 . About nine o’clock a t n ig h t. Mar)' receives a telephone
c a l l  from a s tran g e r te l l in g  h e r th a t her husband has had a serious
acc iden t, and to send a male r e la t iv e . She telephones her f a th e r ’s 
house. Her b ro ther Andrew arranges to go w ith a family fr ien d , Walter 
S ta rr , who has a car. On the way, he b rings Aunt Hannah to stay  with 
Mary. For about two hours, Mary, w ith Hannah’s h e lp , schools h e rs e lf  
to meet whatever may be in  s to re  fo r h e r.
6 ÎJ13 Chapter 9 . At the Lynches’ . Mary’s fa th e r and mother w ait to  hear
what has happened.
1 1  n14 Chapter 10. Andrew re tu rns w ith the news of Jay ’s death. W alter S ta rr
fetches Mary’s p a ren ts . A ll g ree t one another, Mary’s fa th e r asks to  
speak to  her alone. They ta lk  in  the bedroom she has prepared fo r Jay.
Her fa th e r  t e l l s  her she must not r e t r e a t  from l i f e  in to  her re lig io n , 
and she promises th a t she w il l  no t.
1 9  n15 Chapter 11. Mary and her fa th e r re tu rn  to  the r e s t  of the fam ily.
Andrew t e l l s  the s to ry  of Jay ’s acc iden t, speaking through h is  m other's
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Pages S ^ .  ear trumpet so th a t she w on't be l e f t  out. At one p o in t, they a l l  f a l l
in to  s l ig h tly  h y s te r ic a l laugh ter. Mary decides on epitaph " in  h is  
s tre n g th ."  She says they must t e l l  the F o lle ts , and Andrew goes to  
telephone.
25 N16 Chapter 12. Andrew c a lls  Ralph, Ralph is  offended because he is  not to
be the undertaker. Mary rem inisces about what has happened between
Jay and h e rs e lf  during the p ast day. She and some of the o thers fee l
J a y 's  presence in  the house, and Mary goes u p s ta irs  to  the c h ild re n 's  
room, where she believes he i s .  She re tu rn s , and they a l l  discuss 
re lig io u s  f a i th ,  and whether Jay 's  s p i r i t  has re a lly  been w ith them. 
Catherine Lynch, Jo e l Lynch, and Andrew th ink  th e ir  own thoughts.
Mary asks Hannah to  stay  the n ight w ith her, and t r i e s  to make sure 
th a t th is  does not h u rt her m other's fe e lin g s . A ll but Hannah take 
th e ir  leave, and Mary and Hannah prepare to  go to bed.
6 N17 Chapter 13. Andrew and the e ld e r Lynches walk home. Mary and Hannah
say good-night; Hannah goes to her room and prays. Mary goes to  her 
room and prays.
14 N18 I ta l ic iz e d  s e c tio n . (Reminiscence) The o lder boys tease  Rufus about
h is  name.
14 N19 I ta l ic iz e d  se c tio n . (Reminiscence) The family excursion to see
Great-Great-Granmaw.
5 N20 I ta l ic iz e d  se c tio n . (Reminiscence) A sho rt t r ip  w ith Uncle Ted and
Aunt Kate, during which Uncle Ted and Aunt Kate tease  Rufus and Mary 
indignantly  p ro te s ts .
P a rt I I I
6 N21 Chapter 14. Rufus wakes up, runs to find  h is  fa th e r  to  show him the
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Pages Sec, new cap. His mother t e l l s  him and Catherine about h is  f a th e r ’s death; 
he helps C atherine to  dress and they go down to b re a k fas t.
8 N22 Chapter 15. Catherine t r i e s  to  understand, and she and Rufus question
Aunt Hannah, a t  b re a k fas t.
19 N23 Chapter 16. Rufus, ag a in st o rders , goes out in  the s t r e e t  and t e l l s
h is  tormentors about h is  f a th e r 's  death ; he goes back indoors and gets 
in to  a q u a rre l w ith C atherine. Hannah, very angry, shakes him.
22 N24 Chapter 17. The morning of the fu n e ra l. Aunt Hannah dresses them;
th e ir  mother explains th a t they w il l  a l l  go to look a t  J a y 's  body, and
to  say a l a s t  good-bye. Rufus asks i f  they are orphans. The children- 
go dow nstairs, and again q u a rre l. The p r ie s t  comes, and is  unkind to  
them. He goes up to  th e ir  mother, and the ch ild ren , l is te n in g  ou tside 
the door, a re  aware th a t he i s  being unkind to her too (Jay, unbaptized, 
cannot have a proper b u r ia l  s e rv ic e ) . While Mary i s  s t i l l  c lose ted  
w ith the p r ie s t ,  W alter S ta rr  a r r iv e s ,  is  kind to the ch ild ren , and 
expresses h is  love and adm iration fo r th e ir  fa th e r .
12 N25 Chapter 18. Mary prepares to  leave her room to  go to the fu n e ra l.
Realizing th a t  th is  i s  re a lly  the end of her l i f e  w ith Jay , she co llap ses; 
bu t soon she p u lls  h e rs e lf  together and leaves the room w ith Hannah and 
the p r ie s t .  She takes the ch ild ren  to  th e ir  g ran d p a ren ts ', and a l l  th ree  
kneel by J a y 's  corpse. The ch ild ren  s i t  s i le n t ly  w ith Aunt Hannah, w hile 
Mary prays alone by the body.
8 N26 Chapter 19. The ch ild ren  view th e i r  f a th e r 's  corpse once again in  the
presence of the o th er mourners, then are  taken o ff by Mr. S ta rr  to  spend
the afternoon w ith him. Instead  of driv ing them s tra ig h t  to h is  home,
however, Mr. S ta rr  makes a c ir c le  and takes them back to  where they can
see th e ir  f a th e r 's  funera l procession .
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15 N27 Chapter 20. Again a t  Grandma's, where the family i s  to spend the n ig h t.
C atherine, no t able to  understand what has happened as w ell as Rufus 
does, fe e ls  th a t he i s  p re fe rred . She is  acc id en ta lly  l e f t  alone. Un­
able to  bear the so li tu d e , she goes looking through the house u n t i l  she 
hears her mother and Aunt Hannah, through a closed door, praying. She 
hides under her grandparen ts ' bed. She is  f in a lly  found by her mother, 
a t which she "ran to  her as f a s t  as she could run, and plunged her head 
in to  h e r, and c ried  as i f  she were made only of te a r s ."  Mary discovers 
th a t the l i t t l e  g i r l  has wet h e rs e lf .
Andrew takes Rufus fo r a walk. Andrew is  fu rious a t  the p r ie s t ,  
and a t  the church g en era lly . He t e l l s  Rufus about a "miraculous" hap­
pening a t  the in term ent—a m agnificent b u tte r f ly  came and s e t t le d  on 
the c o ffin  as i t  was lowered in to  the grave, and then flew up in to  the 
su n lig h t. The b u t te r f ly ,  Andrew says, "has got more of God in  him 
than th a t p r ie s t  w il l  ever see fo r the re s t  of e te r n i ty ."  Rufus fee ls  
honored by th is  confidence, and p a r tly  consoled by i t  fo r not being 
present a t the in term ent; but he re a liz e s  th a t Andrew's h a tred  of the 
church includes Mary in  some manner. He would l ik e  to  ask h is  uncle 
"'Ifhy do you hate  Mamma?'. . . bu t he did not ask , and h is  uncle did 
not speak, except to  say, a f te r  a few m inutes, ' I t ' s  time to  go home,' 
and a l l  the way home they walked in  s ile n c e ."  This i s  the l a s t  sen­
tence of the book.
The Play: A ll The Way Home
The following synopsis and stage s e tt in g  are quoted verbatim  
from the s c r ip t :
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Synopsis
The ac tion  takes p lace in  and around K noxville, Tennessee, 
and covers a period  o f four days in  May of 1915.
Act One. The f i r s t  day.
Act Two. The second day.
Act Three. Two days l a t e r .
The S e ttin g  of the Play (Nl)
(the  p a rts  taken d ire c t ly  from the novel are underlined)
The F o lle ts  l iv e  in  a mixed s o r t  of neighborhood, f a i r ly  so lid ly  
lower middle c la s s , w ith one or two ju ts  apiece on e ith e r  s ide  of th a t . 
The houses correspond: m iddle-sized g racefu lly  f r e t te d  wood houses
b u i l t  in  the la te  n in e tie s  and ea rly  n ineteen hundreds, w ith sm all fro n t 
and more spacious back yards, and porches, and tre e s  in  the yards. These 
are soft-wooded tr e e s , pop lars , tu l ip  tr e e s , cottonwoods. There are 
fences around one or two of the houses, but mainly the yards run in to  
each o ther w ith only now and then a low hedge th a t  i s n ' t  doing very w e ll.
The stage i t s e l f  is  en c irc led  by a high cyclorama of v e r t ic a l  
grey clapboards, suggesting perhaps the w alls of a house, the paling  of 
a g ig a n tic  fence, or even the sky. I t  i s  a background fo r the action  
of the p lay , dim, in d is tin g u ish ab le  a t  tim es, b rig h t and sunny a t o th e rs , 
bu t always unobtrusive.
The s tru c tu re  o f the F o l le t 's  two s to ry  house f i l l s  most of the 
s tag e . The liv in g  room is  stage l e f t ,  w ith an uprigh t piano against 
the cyclorama, a M orris c h a ir . . . ( e tc . ,  describ ing  k itch en , liv in g  
room, two bedrooms u p s ta i r s ) .  Only the fu rn itu re  mentioned i s  v is ib le ;  
only the  most necessary p ro p e rtie s  are used.
-34-
There are no in te r io r  or e x te r io r  w alls to the house, and window 
shades suspended in  m id-air suggest windows. The characters move from 
room to  room, in to  the house or out of the house, w ithout regard to 
placement of doors. I f  a charac te r u p s ta irs  wishes to speak to  a char­
a c te r  in  the yard , he merely steps to  the edge of the second s to ry  and 
c a lls  down to  him. Sometimes the characters cannot hear what is  going 
on in  another room, and a t  o ther times the rooms jo in  together to  be­
come a s in g le  acting  area.
The only s o lid  w all on the s tag e  is  the upstage w all of the 
k itchen , behind which i s  an escape area fo r the a c to rs . From the k itchen , 
a p ra c t ic a l  door in  th is  w all leads to  the bathroom. At the foot of the 
s t a i r s ,  another door opens in to  a c lo se t. By going around the o ther 
side  of the s t a i r s ,  the characters presumably go in to  the o ther down­
s ta i r s  rooms of the house.
Stage r ig h t ,  between the s tru c tu re  of the house and the cyclo­
rama, there  i s  an open area w ith an old-fashioned swing suspended from 
the f l i e s .  Sometimes th is  area is  the F o l le t 's  yard, sometimes i t  is  
a s t r e e tc a r  stop (when the swing becomes the w aiting bench), and once 
i t  i s  Great-Great-Granmaw's yard. Below the house, running across the 
fro n t of the s tag e , there  i s  another shallow area which is  sometimes 
p a rt of the F o l le ts ' yard , sometimes a sidewalk, and once i t  i s  a road.
Act One
// of Sec. (1 have indicated the lin es  per scene in the f ir s t  few scenes of the play. 
Lines if
to give some idea of how few words a d ram atist must use in  comparison to  
a n o v e lis t .  A l in e  rep resen ts about twelve words.)
20 PI Four boys tease  Rufus about h is  name. (N18) Jay is  watching
unobserved. Rufus, escaping h is  torm entors, runs s tr a ig h t  in to  h is  
f a th e r 's  arms. The boys, frigh tened  of Jay , run o ff .
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36 P2 Jay comforts Rufus, pretends to  show him the North Pole over
to  the north  of K noxville, t e l l s  him he should be proud of h is  name 
and stand up fo r i t ,  makes him s p e ll  "proud" and "brave", p ra ises  h is  
sp e ll in g . Rufus would ra th e r be p ra ised  fo r bravery . (N2) Jay shows 
him how to  shake hands, t e l l s  him "when a man shakes you by the hand, 
th a t  means you've won him over." Jay h o is ts  Rufus on h is  shoulder 
to  see the t r a in  coming, sings "Get on board, l i t t l e  ch ild ren ."
105 P3 Mary jo in s  in  song as she puts out bowls of flowers in  house.
Jay and Rufus en te r house, Mary says " Ja y 's  people w ill  be here any
minute" to  d rive  out to  see Great-Great-Granmaw. (N19) Ralph has
ca lled  up fixsrrten  blocks away, in s tead  of coming r ig h t on, to  say 
th e y 'l l  be there  very soon. Mary thinks he c a lled  from a saloon, so
th a t he could sneak a drink. Jay and Mary hope anxiously th a t Ralph
may be in  a good humor, so th a t the family outing w il l  be p leasan t. 
Mary is  w orried th a t Ralph may in fluence Jay to d rink . Jay teas in g ly  
says th a t he ju s t  might. Mary d o esn 't l ik e  jokes on th is  su b jec t.
Jay d o esn 't l ik e  " 'su p e r in te n d e n ts '. No s i r ,  I  d o n 't l ik e  people 
lo o k in ' down on me, th in k in ' they got to keep an eye on me." Mary is  
shocked to  have seemed to look down on him, and apologizes. They make 
up th e ir  t i f f  and k is s .  Mary wants to  keep the liv in g  room tidy  fo r 
the guests (even though they d o n 't expect to  come in  th e re ) , and ob­
je c ts  to  Rufus d is tu rb ing  i t  and to Jay scraping h is  pipe ou t. Jay 
ch eerfu lly  invents a game fo r Rufus—making a c o lle c tio n  of pipe 
sc ra tch in g s . Mary laughs, stoops to  p ick  up Rufus' coloring book and 
gets dizzy—she is  pregnant. Rufus asks what i s  the m atte r, but Mary, 
embarrassed, declines to t e l l  him, although Jay strong ly  urges her to ,
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Lines Sec, and i s  annoyed w ith h e r when she says she wants to  speak to  Father 
Jackson f i r s t .  (N il). Meanwhile Rufus has discovered th a t stooping 
over does not make him dizzy, and he w hirls  around to  produce th is  
e f fe c t .  Mary t e l l s  him there  i s  to  be a su rp rise  fo r  him. (N il) .
Where is  i t ?  asks Rufus. In Heaven, she says. (N il) . Jay in s is t s  
i t  i s  r ig h t here , which s e ts  Rufus to  looking fo r i t  under the fu r­
n i tu re . Jay says to  Mary th a t i f  h is  paren ts d o n 't t e l l  him, the 
boys in  the s t r e e t  w i l l .  Rufus i s  astounded th a t they should know 
anything about a su rp ris e  fo r him, and th inks i t  may be the new cap 
he has wanted. Mary say s , "Rufus, I 'v e  to ld  you again and again you 
c a n 't  have one of those cheap flashy  caps I" (N8). She sends Rufus 
to  take the lunch basket o u ts id e , and she and Jay argue about the cap. 
Jay says th a t th e ir  d ifferences make th ings hard fo r Rufus. Mary, 
h u r t ,  goes to  the k itchen  to make lemonade, and prays th a t the gu lf 
between them may be c losed . (N5).
151 P4 Ralph a rr iv e s , and brags about h is  new Chalmers. (N7). He has been 
drinking , and Mary draws away from h is  k is s .  He is  stung , but Mary 
p a c if ie s  him and gives him lemonade. Rufus comes in , crying because 
he has wet h is  pan ts—had an "acc id en t,"  as Jay says. "Oh, Rufus, 
y o u 're  too old fo r  th a t ,"  Mary c r ie s ,  (N3) but Jay comforts him. (N9). 
However, Ralph teases him coarsely  and b ru ta l ly ,  as the r e s t  of J a y 's  
family come in  from the car. Rufus goes in  to  change, the o thers 
g ree t each o th e r, ge t s e t t le d ,  e tc .  R alph's w ife s t a r t s  to  take th e ir  
boy indoors. Ralph shouts to her sharp ly , asking her where she is  
g o in '.  A ll family a c t iv i ty  s to p s. S ally  says sh e 's  taking Jim-Wilson 
in s id e  before he too has an "acc id en t."  She goes in , the o thers resume 
ta lk , Ralph goes o ff and sneaks a swig from h is  b o t t le  and then re jo in s
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Llnes Sec, the fam ily. (N7). Ralph has borrowed money to  buy the Chalmers, and 
fee ls  defensive about i t ,  as he does about h is  p ro fession  of under­
ta k e r , and about the  su p e r io r ity  o f h is  b ro th e r Jay. (N7). He wants 
h is  w ife to  have something b e t te r  to  r id e  in  than a Tin L izz ie . (N7). 
His w ife says she never gets to  r id e  in  i t ,  he never takes her anywhere, 
h e 's  always o ff  in  i t  h im self. They q u a rre l, the o thers try  to  pacify  
him, bu t he is  s t i l l  sulky. He re v e rts  to  the su b jec t of Rufus: 
"(sing-song) Rufus is  a baby, Rufus i s  a baby!", and says th a t Jim- 
Wilson, though younger, h a s n 't  wet h is  pants in  y ears . Mary f la re s  up 
(N20) and Ralph swears. She rebukes him.
Ralph: (exploding) This fam ily a i n 't  C atholics and I ' l l
take the L ord 's name any way th a t comes to  mind!
(there  is  a shocked s ilen ce )
Jay: You sure  l ik e  to  h i t  a l l  bases, d o n 't you, Ralph?
Ralph, shamed, apologizes to  Mary and to Rufus. He and Rufus shake 
hands. Ralph pretends to  w rithe  in  the s tren g th  of Rufus' g r ip . Rufus 
is  d e lig h ted , peace re s to re d . They a l l  prepare to  leave. S ally  says 
th a t Jay should d riv e , s ince  Ralph is  in  no condition to . Ralph bru­
ta l ly  accuses h e r of running a f te r  any man w ith a f l a t  b e lly . (N7).
Jay says Ralph knows p e rfe c tly  w ell Sally  never had any such idea.
Ralph stumbles towards the house, takes a fu r t iv e  swallow of whiskey, 
goes indoors.
60 P5 Jay goes in  to  calm h is  b ro th e r down. Ralph is  su re  th a t every­
one avoids him because he always sm ells of formaldehyde (N7): l a s t
n igh t a t  the movies the g i r l  next to  him got up and moved away. "Go 
on, Ralph!" says Jay , "you 're  the w orst t a i l  chaser in  L aF o lle tte !"
(N7). Ralph in s is t s  i t  was the formaldehyde; sayS the p ic tu re  show was
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Lines Sec, good, though. He describes the C harlie  Chaplin film , which Jay has 
seen too. (N2). They both laugh over i t ,  and Ralph says they both 
l ik e  the same th in g s , "maybe w e 're  more b ro thers  than we seem." Jay 
acknowledges th is .  Ralph d rinks, o ffe rs  Jay the b o t t le .  Jay says 
everyone's w aiting fo r  them. Ralph taun ts him w ith being "so God­
damned reform ed," bu t Jay says he was only a fra id  R alph 's b o t t le  would 
no t l a s t  him through the day. Ralph, near te a r s ,  says he wants i t  to 
be empty—he knows h e 's  a mess when h e 's  drinking. Jay drinks the dram 
or so th a t remains, and Ralph asks him how i t  makes him fe e l .  That 
sm all amount has no e f f e c t .  Jay says, but i f  he were drunk, h e 'd  be 
"q u ie t. So q u ie t, I  could hear the tick in g  of the e a r th . . . and
n o th in ' bad had ever happened to  me or ever would. . . a f te r  a while
I 'd  go o ff  l ik e  a f ir e -c ra c k e r ."
Ralph: What made you change. Jay? Was i t  Mary's re lig io n ?
Jay: Mary's re lig io n  i s  her own.
Ralph: Mow'd you do i t  then?
Jay: I made a vow to m yself. I  sa id  i f  I  ever get drunk again ,
I ' l l  k i l l  m yself. . . There 's too many reasons why I  d o n 't 
want to  k i l l  m yself. (N9).
Ralph considers taking the vow h im self, but s e t t l e s  fo r taking a vow 
to  th ink  about taking a vow. They go out and jo in  the o thers fo r the 
excursion to  Great-Great-Granmaw's.
90 P6 A d ire c t  dram atization of N19, the  excursion to  Great-Great-Granmaw's.
(N19 does not spec ify  the tim e, but l i t t l e  Catherine is  old enough to 
s i t  in  the fro n t s e a t ; )  When they have come back home, Rufus t e l l s  
h is  mother th a t he saw Great-Great-Granmaw have an "acc id en t,"  and asks 
" I s n 't  she too old fo r th a t?"  Mary turns her head away to  h ide her te a rs .
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47 P7 11:00 th a t n ig h t. A d ire c t  dram atization of the l a t t e r  p a r t of N9,
a f te r  Jay has sung Rufus to  s leep . l-Jhereas N9 is  Jay 's  stream of 
consciousness, th is  i s  a dialogue between Mary and Jay; and whereas 
the time of N9 i s  about four years before the main ac tio n , the drama­
t i s t  tra n s fe rs  i t  to  the same n igh t th a t Jay was ca lled  to  go to  h is  
fa th e r , which (in  the play) is  a lso  the n ig h t following the day of the 
excursion.
84 P8 A d ire c t d ram atization  of N2.—R alph's telephone c a l l  in te rru p ts  the
above conversation .
Act Two
40 P9 C atherine and Mary, l a t e r  Rufus. Catherine has come e a r ly , and the
whole family i s  to  come fo r supper, since i t  i s  Mary's b irth d ay . (N3). 
Rufus comes in ,  looks about fo r the su rp rise  ( th is  has ev idently  gotten  
to  be a h a b it w ith him). Mary forbids him to  ask questions, reminds 
him th a t he i s  to  go shopping w ith Aunt Hannah. (N8). She makes him 
memorize h is  thank you speech fo r Aunt Hannah. (N8). In  the course 
of the scene. Jay telephones to say h is  fa th e r  is  out of danger, and 
th a t  he w i l l  try  to  be home fo r d inner.
19 PIO Rufus goes out to the s t r e e tc a r  stop; again the boys assemble and tease 
him. (N18). He agrees to  t e l l  them h is  name i f  they w ill  answer h is  
question: (N18). he obviously intends to  ask them what h is  su rp rise  is .
62 P l l  Aunt Hannah a rriv e s  a t  the s tr e e tc a r  s to p ; the boys run o ff . She and
Rufus d iscuss the coming su rp rise . She says i t  is  something he should 
hear from h is  p a re n ts , but Rufus says h is  mother has forbidden him to 
ask questions.
105 P12 A fter supper th a t n ig h t. Mary is  singing Rufus to  s leep—"Go t e l l
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Lines Sec. Aunt Rhoda the old grey goose is  dead"—the whole song is  about death.
Scene between Jo e l Lynch and Catherine showing how i r r i t a t i n g  she i s .  
(Mary is  s t i l l  in  Rufus' room.) (N8). Andrew and Jo e l discuss the 
p o s s ib il i ty  th a t Jay may be o ff drinking. Mary comes down, and Joel 
and Mary discuss Jay. Andrew produces h is  b irthday  p resen t to  Mary— 
a p o r t r a i t  of Jay , pain ted  by h im self. Rufus awakens, comes running 
down in  h is  new cap—he wants to  show i t  to  h is  daddy. (N21). The 
telephone r in g s , and Mary answers. Catherine takes Rufus back up to 
bed. The others " try  not to  l i s t e n ,  focusing on the  p o r t r a i t ,  but 
gradually  they are caught by what they can h ear."  Mary is  being given 
in s tru c tio n s  by the person on the o ther end of the l in e .  (N12). She 
hangs up: Jay has been in  a serious acc iden t. Andrew is  to go to
him. (N12). She sends her fa th e r  up to  Rufus, and she and Hannah go 
to  k itchen . (N12).
P13 Mary and Hannah, occasionally  C atherine and Jo e l. Mary t r i e s  to  pre­
pare h e rs e lf ,  w ith Hannah's he lp . (N12). Hannah t r i e s  to  d is t r a c t
her by te l l in g  the  s to ry  o f the purchase of the cap.
P14 Andrew re tu rns w ith the news. (N14). The family assemble, Andrew
gives an account of the acciden t. (N15). Several of them th ink  they 
fe e l J a y 's  s p i r i t  en te r the house and go up to the ch ild ren . (N16). 
Mary goes to  them, c a lls  Jay. Rufus s i t s  up and looks a t her. She 
prays. (N16).
C urtain .
Act Three
P15 Rufus and the boys. He goes outdoors (N23) in  h is  new cap, (N21) and 
t r i e s  to  impress the boys by te l l in g  them of h is  f a th e r 's  death (N23). 
At end of scene, they shake h is  hand; but h is  account has been very
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Lines Sec, garb led , and they go o f f ,  one "blubbering h is  lower l i p , "  another s tag ­
gering , "whether in  im ita tio n  of a drunk or an im becile, i t  i s  hard to 
say ."  Rufus is  a t f i r s t  pleased by the e f fe c t  he has produced, and 
goes in  and s i t s  in  h is  fa th e r ’s Morris c h a ir ; but then he becomes aware 
th a t h is  fa th e r w i l l  never come home, and begins to  cry . (N23).
P16 The two fam ilies assemble fo r  the fu n era l. Ralph t r i e s  in ep tly  to  con­
so le  everybody—"Cry your h e a r t ou t. Maw. I t ’s n a tu ra l a t  a time l ik e  
th is .  I ’m goana be two sons to  you now. I'm  goana be as many sons as 
you w ant." (N7). He i s  angry w ith Mary fo r consigning Jay ’s body to  
a r iv a l  undertaker. (N16). He i s  drink ing ; he f in a lly  dashes h is  
b o tt le  again st the w a ll, says " I ’m glad h e ’s dead!" At th is ,  Mary, who 
is  about to  get in  the car to  go to  the fu n e ra l, turns to  him and asks 
i f  Jay was drunk. Ralph, v in d ic tiv e , refuses to  t e l l  h e r. She goes 
up to  her room.
P17 Hannah and Mary. Hannah follows Mary to  h e r room, the o thers w ait.
(N25). Mary, her f a i th  shaken, re fu ses to  go to  the fu n era l. She speaks
of Jay, re c a llin g  how he used to  leave home fo r a day or two a t  a tim e, 
not always d rink ing , but needing to  be away from h is  fam ily. As she 
speaks, she begins to  reproach h e rs e lf  fo r not le t t in g  him have h is  s o l i ­
tude, re a liz e s  th a t she must resign  h e rs e lf  to  not possessing him com­
p le te ly , in  death o r in  l i f e :  she w il l  never know whether he was drunk
or n o t, as she never knew where he was when he went away, and th is  is  
as i t  should be. She decides th a t  h is  epitaph w il l  be "In  h is  s tre n g th ."  
(N15). Restored, she goes down and gets in  the car. (N25).
P18 A fter the fu n e ra l. Andrew and Jo e l are  furious th a t the p r ie s t  would
not give Jay b u r ia l  r i t e s .  (N27). Andrew t e l l s  Rufus how a b u tte r f ly  
a ligh ted  on Jay ’s c o ffin  as i t  was being lowered in to  the grave, then
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Lines Sec, flew up in to  the  sunshine. Mary, in  h e r room, t e l l s  Hannah " I love 
and revere everyone in  th is  world who has ever su ffe red . I  tru ly  do, 
even those who have fa i le d  to  endure."
P19 Mary and Rufus. She t e l l s  Rufus what the su rp rise  is  to  be. Rufus 
asks "w here's the baby now, Mama?" She s t a r t s  to  say th a t i t  is  up 
in  Heaven, bu t on second thoughts, takes h is  hand and places i t  on her 
w a is t. The l ig h ts  go up f u l l  on the house, w ith a l l  the F o lle ts  and 
Lynches in  various rooms ; Mary leads Rufus home as the c u rta in  begins 
to  f a l l ,  and as they go she begins to  explain  physical generation .
C urtain
Some Technical Problems of Adaptation 
The above blocking out of the novel and the play may serve as 
some in d ic a tio n  of the tech n ica l problems involved in  adap ta tion , and 
a lso  of Mr. M osel's consummate s k i l l  in  rendering elements in  the 
novel by means o ther than the tra n s fe r  of words—by ingenious ju x ta ­
p o s itio n , fo r  example, or by the inven tion  of i l l u s t r a t iv e  ac tio n .
Yet the p lo t has not been su b s ta n tia lly  a lte re d  in  the d ram atization .
The s to ry  is  of the death in  an automobile accident of Jay F o l le t t ,  
and i t s  e f fe c t  upon h is  fam ily , p r in c ip a lly  h is  w ife and h is  son. In  
the novel, Rufus i s  s ix  years o ld , w hile in  the play he seems somewhat 
younger; and Rufus' fo u r-y ear-o ld  s i s t e r  Catherine has been elim inated 
from the p lay , or ra th e r , reduced to  the fo e ta l  s tag e . W alter S ta r r , 
the frien d  of the fam ily, has a lso  been om itted. With these exceptions, 
Mr. Mosel seems to  have t r i e d  to include as many of the elements of 
the novel as p o ssib le .
To r e s ta te  what has been sa id  in  Chapter I ,  the opera tive  
psychological d iffe ren ce  between reading a novel and seeing a p lay is
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the re la t io n  between the author and the p u b lic . The n o v e lis t i s  in  
d ire c t dialogue w ith the reader, who can take up or drop the conversa­
tio n  as he w ishes; but a dram atist must speak to  the audience through 
the medium of the stage and i t s  company, and i f  a t  any po in t the audi­
ence f a i l s  to  respond and the dialogue i s  broken, the breach cannot be 
repa ired—the playgoer has missed p a r t of the conversation , and must 
simply do h is  b e s t to  make sense of what he does understand.
Since any doubt or confusion about what has happened tends to 
d is t r a c t  the audience from what is_ happening, the  p r in c ip a l considera­
tio n  fo r the dram atist is  c la r i ty :  the audience must be to ld , as soon
as the characters  appear, who they a re , what th e ir  re la tio n  to  one an­
o ther i s ,  and what are the circumstances in  which they find  themselves. 
Note how in  the f i r s t  f i f te e n  minutes of A ll The Way Home (P I, P2, and 
P3), the following re la tio n sh ip s  and circum stances are  e s tab lish ed : 
we know th a t Jay is  Rufus' fa th e r; th a t Mary is  h is  mother ("Mama's 
c a llin g  me"—P 2 ); th a t J a y 's  family is  about to  a rr iv e  ("your Daddy's 
people w il l  be here any minute"—P 3), and th a t they are  a l l  going on 
an excursion ("we got a n ice  day fo r the outing"—P 2); th a t Mary is  preg­
nan t, and th a t te l l in g  Rufus about her pregnancy is  an issu e  between 
Jay and h e rs e lf  (P3); th a t  Ralph i s  a drunkard, and th a t Jay may have a 
drinking problem too (P3).
However, c la r i ty  alone is  not enough to hold the audience; the 
ac tion  must be n a tu ra l as w ell as exposito ry . Most playgoers have had 
some experience of the s tage  cousin who comes to  te a ,  and proceeds to  
expound to  her hostess m atters which must already be achingly fam ilia r 
to h e r; the e f fe c t  upon the audience i s  to  lessen  the i l lu s io n  of r e a l i ty ,  
so th a t  the playgoer cannot play h is  ro le  of n o n -p artic ip an t observer of
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a re a l  s i tu a t io n . In  A ll The Way Home, the necessary inform ation i s  
given in  an admirably n a tu ra l way: the prospective family outing is
introduced to  d is t r a c t  Rufus from Ralph's teas in g ; Mary c a lls  her son 
to  be sure he is  a t  hand when the family a r r iv e s , and Rufus says,
"Mama's c a llin g  me" because he d o esn 't want to  go in  ju s t  then; th is  
b r ie f  passage a lso  prepares us fo r the entrance of J a y 's  fam ily, so 
th a t we know who they are when they come on; exposition  of Mary's side 
o f the family is  brought in  by means o f J a y 's  consoling of Rufus fo r 
h is  unfortunate  name (P2); Mary's pregnancy is  e stab lish ed  when she 
leans over in  the course of tidy ing  up the house fo r the expected guests.
Besides being inform ative and "n atu ra l"  (c re d ib le ) , the ac tion  
must have what i s  generally  known as "movement"—a term more o ften  used 
than defined. A workable d e f in itio n  fo r our purposes i s :  th a t q u a lity
in  the ac tio n  which ra ise s  c u rio s ity  in  the audience as to  what is  going 
to  happen la te r .  How w ill  Rufus deal w ith h is  tormentors the next time 
he meets w ith them? (Note th a t an expectation has been ra ised  th a t they 
w il l  appear again .) How w ill  the issu e  between Mary and Jay , of the 
b e s t way to  t e l l  Rufus about Mary's pregnancy, be resolved? (P3) How 
serious a problem is  J a y 's  drinking? Is  Ralph drunk? What w ill  the 
r e s t  of the  fam ily 's  a t t i tu d e  be toward Ralph's drinking? toward Jay 's?
Another problem fo r the d ram atist is  p roportion , or o rd ination : 
some in te re s ts  must be subordinated to  o th e rs , and the whole action  must 
be arranged in  such a way th a t a c e n tra l issue emerges. To put i t  in  
more concrete term s, the audience must be stim ulated  to  want one question 
answered above a l l  o th e rs , and then the answer must be provided—in  
o ther words, the play must move to  a climax. In A ll The Way Home, we 
want generally  to  know how Ja y 's  death affec ted  the whole fam ily, but
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p a r tic u la r  in te r e s t  is  very s k i l l f u l ly  focused on Mary: even the in “
te r e s t  in  Rufus i s  subordinated, by means of e s tab lish in g  th a t Rufus' 
reactions w il l  depend on how Mary behaves ( a l l  through the p lay , Rufus' 
need i s  to  know the tru th  about th in g s , and Mary is  the one who must 
t e l l  him ). The climax occurs a t the p o in t of Mary's ta lk  w ith Hannah 
ju s t  before the funera l (P17), when she learns th a t she must accept 
J a y 's  in te g r i ty ,  h is  "o therness."  Having accomplished th is ,  she is  then 
able to  p a r t ia l ly  incorporate  h is  ch arac te r in to  her own; and we are 
thus prepared fo r the denouement, where she t e l l s  Rufus about the coming 
b ir th  in  the way th a t Jay would have done. In  th is  connection, note 
how the m atter of te l l in g  Rufus about h is  m other's pregnancy is  in tro ­
duced early  in  the p lay , i s  developed very fu lly  a t th a t p o in t, and i s  
brought up on a number of occasions th e re a f te r ;  in  the novel, the issu e  
occupies a much le ss  prominent p lace; bu t the d ram atis t, wishing to 
focus a tte n tio n  on the question "What w il l  Mary do?", makes i t  the con­
tro l l in g  symbol of the p lay .
In  summation, then , the problems th a t the dram atist must solve 
in  presen ting  h is  action  are : 1) c la r i ty  of exposition ; 2) c r e d ib i l i ty
of each b i t  of ac tion ; 3) movement; and 4) p roportion , designed to  in ­
duce the audience to  concentrate upon a s in g le  is su e . In  add ition  to
these , which confront every playw right, the dram atizer of a novel must 
deal w ith another: he must decide how to  tra n s fe r  the elements of the
novel to  the s tag e . The crux of th is  problem is  th a t the elements must 
be presented almost e n tire ly  by i l l u s t r a t iv e  ac tion—by invented episodes. 
Some atmospheric elements may be introduced by means of gestu re , costume, 
stage s e t t in g ,  l ig h tin g , and perhaps music; but a l l  these must work as 
p a rt of the i l l u s t r a t iv e  ac tion . That i s ,  a charac te r cannot appear in  
evening dress to  in d ica te  so c ia l background or s h i f t  in  mood, unless i t
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is  evening and th e re  is  a p a rty ; l ig h ts  cannot be suddenly dimmed fo r no 
reason; and background music, though i t s  a rb itra ry  in tro d u ctio n  is  ac­
cepted w ithout question in  film s, must be accounted fo r on the s tage .
Being thus confined to  i l l u s t r a t iv e  ac tio n , the d ram atist is  
o ften  under the necessity  of inventing some th a t was not in  the novel, 
or of combining such elements in  the novel as i l l u s t r a t e  a p a r tic u la r  
p iece of anagogy. In  A ll The Way Home, Rufus' c u r io s ity  about the preg­
nancy, h is  wish fo r  the flashy cap, and h is  being teased by the  boys, 
are woven together in  a way th a t they were not in  the novel. In  the 
novel, these th ree  elements do have a them atic connection: they are
a l l  p a r t of Rufus' e f fo r t  to  f i l l  up the lack in  h is  l i f e  by discover­
ing "who I  am"—the one th in g , as the "Knoxville" in tro d u ctio n  t e l l s  
us, th a t h is  family could not or did not do fo r him. But fo r these 
elements to  be presented e ffe c tiv e ly  in  a p lay , they must be connected 
in  the construction  of the p lo t—th a t i s ,  there  must be a d ire c t  cause- 
and -effec t re la tio n sh ip  e stab lish ed  betïfeen them. Note how th is  is  
done in  A ll The Way Home: when Rufus' mother t e l l s  him he is  to  have
a su rp r is e , he thinks i t  may be the cap he has so arden tly  wished fo r 
(P3); in  the same scene, h is  fa th e r says th a t i f  Mary does not t e l l  him, 
the boys in  the s t r e e t  w i l l ;  and th e re fo re  Rufus exposes him self to 
more teas in g , saying to  the boys th a t he w il l  t e l l  them h is  name i f  they 
w il l  answer him a question (PIO). By th is  combining technique, then, 
m ate ria l which in  the novel was used only fo r c h a rac te riza tio n  or atmos­
phere i s  woven in to  a t ig h tly  con tro lled  p a tte rn  of cause and e f fe c t ,  
thus advancing the ac tion  and con tribu ting  to  the movement.
Another example of i l lu s t r a t iv e  action  is  J a y 's  preparing of 
the bed fo r Mary before he goes to  h is  fa th e r . Here the gain is  not in
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t ig h te r  p lo t s tru c tu re , but in  g re a te r  force of impact and in  condensa­
tio n . In  the novel, Jay p u lls  the bedcovers up so as to  hold in  the 
warmth fo r Mary; (N3) in  the p lay , he puts a p illow  in  the bed (P8), and 
says th a t h is  mother used to  do th a t fo r him when he was a l i t t l e  boy so 
th a t he would not be lonely . The p r in c ip a l function  of the speech is  of 
course to  show motive—J a y 's  love fo r Mary; in  ad d itio n , i t  serves as a 
device to  in troduce some of the m a te ria l from N9—J a y 's  " a l l  the way 
home" rem iniscences about h is  childhood. The ac tion  i t s e l f  heightens 
the impact of the episode: the audience needs something they can see
being put in to  the bed and needs to know exac tly  why Jay is  p u ttin g  i t  
there  ; simply p u llin g  the covers up not only would be le s s  s t r ik in g ,
J a y 's  in te n t  would not be c le a r .
O ccasionally , an element th a t  functions as a powerful symbol in  
a novel i s  im possible to  tra n s fe r  to the s tag e , e i th e r  because of lim ita ­
tio n  of time or space, or because i t  cannot be c lo se ly  u n ified  w ith the 
r e s t  of the ac tio n . In  the novel, u rin a tio n  is  of major importance: in
the "K noxville, 1915" se c tio n , the fa th e rs  w atering th e i r  lawns are  asso­
c ia ted  w ith u rin a tio n ; both ch ild ren  h a b itu a lly  wet th e i r  beds; G reat- 
Great-Grandmaw has an "acc id en t" ; l i t t l e  C atherine, when she is  l e f t  
alone on the day of the fu nera l and abandons h e rs e lf  to  brokenhearted 
sobbing, i s  discovered to  be soaking w et. In  the p lay , a l l  th is  i s  re ­
duced to  two b r ie f  episodes: Rufus' " acc id en t,"  and h is  touching re­
ference to  Great-Great-Grandmaw's ( " I s n 't  she too old fo r th a t? " ) .
Agee uses th is  m a te ria l to c la r i fy  and re in fo rce  the double theme, 
s e t  fo r th  in  the in tro d u c tio n  and continued throughout the  novel, of 
family acceptance and love together w ith Rufus' f a i lu re  to  e s ta b lish  h is  
id e n tity . The lawn-watering s u b s titu te s  u rin a tio n  fo r sex u a lity  as a
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symbol fo r f e r t i l i t y .  The bed-w etting and C ath erin e 's  w etting  of her 
drawers, though of course invo lun tary , seem to  be a claim  fo r  the p r iv i ­
leges of babyhood and a t  the same time an expression of anxiety  about 
id e n tity :  I f  Rufus is  too old fo r th a t ,  why does i t  keep on happening
to  him? How old is  too old (Great-Great-Grandmaw)? Does bed-w etting, 
involuntary  though i t  i s ,  c o n s ti tu te  any s o r t  of bridge between l i t t l e  
boys and fa th e rs  who w ater lawns? Yet l i t t l e  g i r l s  wet as w ell as l i t t l e  
boys. A ll these su b tle  Oedipal suggestions are  perfo rce  om itted from 
the p lay, where the "acciden ts"  are used simply to  show Rufus’ h e lp le ss ­
ness (and Great-Great-Grandmaw's) and Ja y 's  kindness and love.
Another b i t  of symbolism does not appear in  the play in  any form: 
the scene a t  the fe rry . Occurring as i t  does ea rly  in  the  novel (N4), 
and taken toge ther w ith the t i t l e ,  i t  is  a p o rten t of d is a s te r .  Jay , be­
cause of h is  c a r , fe e ls  happy, confiden t, powerful, e sp e c ia lly  in  con­
t r a s t  to the poor farm fam ily with the mule-drawn c a r t  who have had to  
w ait two hours fo r the fe rry . The racket made by J a y 's  Tin L izzie  
frig h ten s  the mule so badly th a t i t  goes completely out o f co n tro l, and 
as he drives o ff Jay i s  impressed by the farm fam ily 's  unforgiving eyes. 
The whole scene brings out J a y 's  fee lin g  of su p e r io r ity  to  the farm 
fam ily, whom he regards as backward, underp riv ileged , to  be commiserated 
w ith , r e la t iv e ly  unable to  m anipulate th e ir  environment to  th e ir  own 
b e n e f it . The frigh tened  mule is  a symbol fo r  the whole fam ily, and a lso  
fo r a l l  humans who have not had the b e n e fits  of m echanization. Tlie 
dram atic irony  i s ,  o f course, th a t as th ings turned out the  mule was 
r ig h t and Jay wrong: the very things th a t Jay f e l t  su p erio r about—h is
car and h is  confidence—are what k i l le d  him. The scene g re a tly  deepens 
the s ig n ific an ce  of the epitaph chosen by Mary (who of course was
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ignorant of the episode) fo r Jay: "In  h is  s tre n g th ."  The whole chapter
is  an example of the kind of th ing a n o v e lis t can do e a s ily , a d ram atist 
only w ith g re a t d i f f ic u l ty ,  i f  a t  a l l .
In tra n s fe rr in g  m ate ria l from a novel to  the s tag e , the n ecessity  
fo r movement and concentration  upon one issu e  constra ins the dram atist 
to  a much c lo se r u n if ic a tio n  of h is  m a te ria l: th a t  i s ,  everything th a t
happens must be t ie d  to  the to ta l  s tru c tu re . For example, the scene w ith 
the boys in  Act I I I  (P15) would lose  much of i t s  e f fe c t  i f  i t  had not 
been prepared fo r  by s im ila r  scenes in  Acts I  and I I  (PI and PIO), and 
the e a r l i e r  scenes would, in  re tro sp e c t, be much le ss  im pressive i f  they 
did not move toward the climax in  Act I I I .  Again, Jay ’s lacryma rerum 
scene in  which he fe e ls  tempted to drink is  placed immediately before 
R alph's telephone c a l l  saying th a t th e i r  fa th e r  is  i l l ,  thus sharpening 
the c o n tra s t between Jay and Ralph (P8); and these are but two of the 
many examples th a t  might be chosen. Every episode and every character 
f u l f i l l s  no t one fu nc tion , bu t many. Even l i t t l e  Jim-Wilson, w ith no 
lin e s  to  speak, appears th ree  times to  produce th ree  separa te  but re la te d  
e f fe c ts :  1) Ralph’s taun ting  of Rufus (P4); 2) Ralph’s d esire  to  push
him self ahead of Jay (P6) ; 3) h is  own unhappiness as the son of Ralph 
(P18).
The process of u n if ic a tio n  o ften  involves condensation. For 
example, the d ram atist places the v i s i t  to  Great-Great-Grandmaw on the 
same day as John Henry F o l l e t t ’s h ea rt a tta c k , thus bringing the two 
unexpectedly prolonged liv e s  in to  close ju x ta p o s itio n  w ith Jay ’s com­
p le te ly  unexpected death (N19, P6). In  Act I I ,  sev era l paragraphs of 
the novel, dealing w ith Aunt Hannah’s early  lo ss  (N12), a re  rendered by 
the s in g le  l in e ,  when Mary leaves the room fo r a moment: " i t ’s your
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tu rn  now." (P13). (Of course, the  b e t te r  the ac tin g , the le ss  is  lo s t  
in  the tm a s fe r .)
By way of i l lu s t r a t io n  of the process of tra n s fe r ,  involving 
invention of i l lu s t r a t iv e  ac tio n , combining and u n if ic a tio n  of the 
m ate ria l of the novel, and condensation, we may examine in  some d e ta i l  
the f i r s t  scene of the play .
The cyclorama s tage  s e t  (p. 35, th is  work) a t  once prepares the 
audience fo r some f le x ib i l i ty  in  the treatm ent of time and p lace . This 
not only (in  my estim ation) is  an a e s th e tic  re f le c tio n  of the novel, 
where Agee produces a s im ila r  e f fe c t  by h is  f le x ib le  sh if t in g  in  poin t 
of view, but i t  frees the dram atist from many of the trammels imposed 
by an ordinary box stage s e t .  The s c r ip t  of the opening of Act I  is  
as follows:
AT RISE:
Rufus, aged s ix ,  in  the yard. Four o lder boys wearing rak ish  
gaudy caps dance around him, jumping up and down w ith ferocious 
joy, shoving th e ir  fingers a t h is  chest, h is  stomach and face , 
screaming and chanting. Jay en ters and watches, unseen by them.
RUFUS
(As the c u rta in  r i s e s ,  one c le a r  f r a n tic  c a ll )
My name is  Rufus!
BOYS
(Together)
N igger's name, n ig g e r 's  name, n ig g e r 's  name!
RUFUS
/
Rufus ! Rufus !
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FIRST BOY
(As the others chant "n ig g e r 's  name!")
Nigger, n igger, black as ta r ,
Tried to  rid e  a ' l e c t r i c  car.
Car broke down and broke h is  back.
Poor n igger wanted h is  n ick el backi
RUFUS
I'm  Rufus!
BOYS
(Together)
Uh-Rufus, uh-Rastus, uh-Johnson, uh-Brown,
Uh-what ya gonna do when the re n t comes 'roun '?
Uh-Rufus, uh-Rastus, uh-Johnson, uh-Brown,
Uh-what ya gonna do when the re n t comes 'ro u n '?
(Rufus makes one desperate  e f fo r t  to  escape, running s tra ig h t  
in to  J a y 's  arms. )
FIRST BOY
Nigger name! Hey, w e 're  gonna catch h e ll!
(They scramble o ff , and Jay looks a f te r  them, glowering. Then 
he puts h is  hand on Rufus' head and sm iles down a t him.)
JAY
What in  the world you doin, Google Eyes?
The b asic  m ate ria l fo r th is  taun ting  scene is  from N18. But in  
the novel, the boys never come in to  the yard—R u fu s 'd e lib e ra te ly  goes out 
in to  the s t r e e t  to  find  them. Also, the connection between the cap Rufus 
wants and the ones the boys wear is  not so c lo se . The d iffe ren ce  in  e f fe c t  
i s  th a t  in  the novel Rufus was fasc ina ted  by the boys even though they 
made him s u ffe r , and the a t tra c t io n  they had fo r him is  presented f i r s t ;  
th is  has the e ffe c t of enhancing the wantonness of th e ir  c ru e lty . The 
dram atist p resen ts the c ru e lty  and the fa sc in a tio n  sep a ra te ly —a common 
dramaturgic device, since  mixed emotions on the stage  tend to  lose  th e ir
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impact. Thus in  th is  f i r s t  scene we see only the c ru e lty , and the a t ­
tra c tio n  appears l a te r  in  Rufus' d e s ire  to  shake hands w ith them (PIO 
and P15) and in  the theme of the cap; and th is  re lev a tio n  is  prepared 
fo r by having the boys' caps s im ila r  to  the one Aunt Hannah w il l  buy 
fo r Rufus.
Agee's device of c a re fu lly  describ ing  Rufus' i n i t i a l  fr ien d ly  
fee lin g  fo r the boys does make th e i r  c ru e lty  s t r ik e  us w ith much g re a te r  
force than i f  we had not been thus prepared fo r i t .  However, the drama­
t i s t  can re ly  upon the g re a te r  impact of concrete a c tio n  to  make up a 
good deal of th is  lo ss—we are q u ite  s u f f ic ie n tly  impressed w ith the 
boys' c ru e lty . B esides, he can and does in troduce s im ila r  scenes l a t e r  
on, when we know th a t Rufus would lik e  to  be friends w ith them; and 
having by th a t time learned  to  expect th e i r  c ru e lty , we can spare some 
emotion fo r the new note of pathos th a t i s  then in troduced.
J a y 's  w itnessing  of the  boys' c ru e lty  i s  an innovation of the 
d ra m a tis t 's ;  in  the novel. Jay i s  never p resen t a t  the tau n tin g , although 
Rufus' stream of consciousness in  N2 in d ica te s  th a t Jay knows about i t  
and would l ik e  Rufus to  be b raver. J a y 's  presence a t th is  scene in  the 
play t e l l s  us two th ings : Rufus, although he is  not aware of i t , i s
under h is  f a th e r 's  p ro tec tio n  and w i l l  ge t help when i t  becomes abso lu tely  
necessary; bu t he is  being given the  chance to handle the problem w ithout 
h e lp , i f  he can. Analogous m a te ria l in  the novel is  in  N9:
I  hear my fa th e r; I need never fe a r .
I  hear my mother; I s h a l l  never be lo n e ly , or want fo r love.
TJhen I  am hungry, i t  i s  they who provide fo r  me; when I  am 
in  dismay, i t  i s  they who f i l l  me w ith comfort.
When I  am astonished or bew ildered, i t  i s  they who make the 
weak ground firm  beneath my sou l: i t  is  in  them th a t I  put
my t r u s t .
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When I am s ick  i t  i s  they who send fo r the doctor; 
when I am w ell and happy, i t  is  in  th e ir  eyes th a t I  know 
b est th a t I am loved; and i t  is  towards the shining of th e ir  
sm iles th a t I l i f t  up my h e a r t and in  th e ir  laugh ter th a t 
I  know my b est d e lig h t.
I hear my fa th e r  and my mother and they are my g ia n ts , my 
king and my queen, beside whom th ere  are no o thers so wise or 
worthy or honorable or brave or b e a u tifu l in  th is  world.
I  need never fe a r ; nor ever s h a ll  I  lack  fo r loving kind­
ness.
The re lig io u s  overtones of th is  are mostly lo s t  in  the p lay , 
since no re lig io u s  language is  used; bu t the sense th a t Rufus is  being 
taken care of even when he is  not th ink ing  about i t  i s  re ta in ed .
The same passage in  the novel b rings out the idea th a t Jay 
does not over-p ro tec t h is  son; a few pages l a t e r ,  the darkness has 
ceased to  be fr ien d ly  and has grown s in i s t e r ,  and Rufus has f i r s t  ca lled  
and then screamed fo r h is  fa th e r . He can t e l l  by what he hears down­
s ta i r s  th a t h is  fa th e r  is  annoyed a t  being c a lle d , bu t Jay comes.
He was a f ra id , fo r  he was no longer deeply frig h tened ; he 
was g ra te fu l fo r the evidence of t e a r s .
As soon as Jay discovers th a t  Rufus is  in  serious tro u b le , he is  ready
w ith help :
The room opened f u l l  of gold , and h is  fa th e r  stooped through 
the door and closed i t  q u ie tly ; came q u ie tly  to  the c rib . His 
face was kind.
"Wuzza m atter?" he asked, teasing  g en tly , h is  voice a t  i t s  
deepest.
"Daddy," the ch ild  sa id  th in ly . He sucked the phlegm from 
h is  nose and swallowed i t .
His voice ra ised  a l i t t l e .  "Why,what's the troub le  w ith ry  
l i t t l e  boy," he sa id  and got out h is  handkerchief. "I’Jhat's  the  
tro u b le? l\fhat' s he c rin e  about?" The harsh c lo th  smelt of to ­
bacco; with h is  f in g e r tip s , h is  fa th e r  removed crumbs of tobacco 
from the c h ild 's  damp face.
"Blow," he sa id . "You know your mamma d o n 't l ik e  you to  
swallah th a t s tu f f ."
A few lin e s  l a t e r ,  the fa th e r  d isp e ls  the darkness by lig h tin g  matches in
a l l  the most frig h ten in g  dark co m ers, and then sings Rufus to  s le e p . The
emotional e ffe c t  is  tra n sfe rred  to  the s tage  by J a y 's  presence d isp e llin g
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the c ru e l boys, by h is  consoling ta lk  w ith Rufus, and by h is  singing Rufus 
back in to  happiness and sec u rity .
A p a rt of the above passage from N9 has been incorporated in to  
another scene in  the  play (P4):
(Rufus runs in  c ry ing .)
RUFUS
Daddy, Daddy— I
JAY
Why, w hat's  the troub le  honey?
(Squatting to  Rufus' lev e l)
What you c ry in ' about? Wuzza m atte r, honey?
(He takes out h is  handkerchief,)
Come on, blow. You know your mama d o n 't lik e  you to  
swallah th a t s tu f f .
The occasion i s ,  not th a t he is  a fra id  of the dark but th a t  he has wet
h is  pan ts; what has been re ta in ed  is  the impression th a t whenever Rufus
desperately  needs something, h is  fa th e r  is  there  to give i t  to  him.
To proceed w ith the scene: what we see is  th a t Rufus is  being
c ru e lly  tre a te d ; we do not see , as y e t, h is  adm iration fo r  the boys— 
th a t he i s  w illin g  to  go to  any lengths to  ge t them to  l ik e  him and be 
n ice  to  him. The po in t in  the novel (N18) i s  th a t he cannot bring him self 
to  b e lieve  in  th e ir  c ru e lty —he cannot be lieve  th a t they hate  him w ithout 
a cause, th a t  th e ir  appearance of fr ien d lin e ss  and in te re s t  is  but a tra p . 
This theme—th a t the appearance of love may be a trap —has occurred before 
in  N9, when the "g en tle , gen tle  dark" begins to purr w ith s a d is t ic  d e lig h t, 
and says " fo r  now, my dear, my d a rlin g , the moment comes when hunger and 
love w il l  be forever s a t i s f ie d .  And darkness, sm iling , leaned ever more 
in tim a te ly  inward upon him, la id  open the huge, ragged mouth—" and he
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screamed fo r h is  fa th e r.
In both these passages from the novel, the glad response to  the 
appearance of love turns to  suspicion  and fe a r . In bo th , the change is  
connected w ith an unsureness about h is  id e n tity :  he is  being teased be­
cause of h is  name, the symbol of h im self, and being to ld  th a t not only 
is  i t  d isg racefu l in  i t s e l f ,  but th a t  h is  p o sitio n  as a member of the 
Follet-Lynch family is  an incognito  or d isgu ise—he is  re a lly  a "nigger"; 
and in  the awakening scene, the darkness was h is  fr ien d  as long as he was
sure th a t he was the son of the people dow nstairs, but
"Darkness s a id : .  . . who are you, c h ild , who are you, 
do you know who you a re , do you know who you are ch ild : 
are you?"
and then darkness questions whether these people re a lly  are h is  p a ren ts.
The "Who am I?"  theme i s  given g rea t prominence in  the novel by appearing 
a t the end of Nl, the prologue. The re s t  of the prologue speaks of nothing 
bu t love and secu rity ; the sudden doubt ra ised  a t the very end is  as i f  
Rufus were saying " I am aware of love and secu rity  a l l  about me, and i t  
is  b e a u tifu l and d e sirab le ; but does i t  re a lly  belong to me?"
Thus the two themes "love is  a tra p " , "who am I?" are c losely
interwoven, and permeate the whole ch arac te r of Rufus. In the p lay , the 
'|Who am I?" theme is  strong ly  s tre sse d  by being the sub ject of the v io le n t 
opening ac tio n ; the "love is  a trap "  theme subsides in to  r e la t iv e  unim­
portance: i t  is  only in  the second teasing  scene, in  Act I I  (PlO), th a t
we see the boys pretending to  be fr ien d ly  so th a t they can mock him the 
more when he is  decived by i t ;  but Rufus is  not deceived by i t —he t e l l s  
them h is  name, not because he believes in  th e ir  f r ie n d lin e s s , but in  the 
hope of g e ttin g  them to answer h is  question .
Rufus does admire the boys in  the p lay , as is  shown by h is
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wanting to  have a cap lik e  th e irs  ; but the charac te r of h is  adm iration is  
much a lte re d  from the novel, i f  not ac tu a lly  reduced. In  the novel a pro­
gression  is  described , beginning when Rufus was much younger than s ix :
Rufus moves from a n a tu ra l f r ien d lin ess  and t r u s t  to  su sp ic ion , fe a r , and 
a passionate  d esire  to  a s s e r t h im self; and a t  the po in t where he t e l l s  the 
boys of h is  f a th e r 's  death , the l a t e r  a t t i tu d e  predominates. Agee speci­
f ic a l ly  s ta te s  th a t one of Rufus' motives fo r seeking s ta tu s  w ith the boys 
is  th a t h is  fa th e r  wanted him to gain th e ir  respect (N23). The desire  fo r 
respect is  re ta in ed  in  the p lay , w hile the e a r l ie r  n a tu ra l f r ien d lin e ss  
is  played down.
Rufus' c re d u lity  is  d isplaced (to  use a psychoanaly tical term)
in  the play: in s tead  of believ ing  in  h is  torm entors' s in c e r ity  and p o te n tia l
fr ie n d lin e s s , he believes th a t they w ill  accept h is  fa n ta s tic  s to ry , and in  
fac t he almost b e lieves i t  h im self: th a t is  the psychic focus has been
changed from a desire  fo r love to  a d esire  fo r s e lf -a s s e r t io n . Confused 
and care less  about the p a r tic u la rs  of h is  f a th e r 's  death , Rufus' object 
is  merely to  hold h is  audience, and he is  qu ite  w illin g  to  t e l l  them any­
thing he thinks w il l  impress them. He says h is  fa th e r  was k i l le d  in  a 
Chalmers, not a Tin L izz ie ; acknowledges th a t he may have been drunk; and 
says th a t the car ran ag ain st a pole a hundred fe e t high—the North Pole, 
in  fa c t—and th a t h is  f a th e r 's  body was crushed to  a pulp. The boys go 
o ff  mocking him fo r being crazy, but he is  not aware of th e ir  mockery.
In  the novel, on the o ther hand, Rufus gives a d e ta iled  and ac­
curate account of the death; he does suspect th a t the boys are "being 
mean" about the Tin L izz ie , but says nothing about i t ;  he denies the 
charge of drunkenness abso lu te ly ; and h is  c lo se s t approach to  a l i e  is
in  not con trad ic ting  the boy who says h is  f a th e r 's  body was mangled. The
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whole manoeuver is  su ccessfu l, in  th a t he does gain the boys' grudging 
re sp ec t, and he i s  accurate  in  h is  evaluation  of th e i r  response. F in a lly , 
in  the novel Rufus goes back indoors and grows ashamed of how he has ex­
p lo ite d  h is  f a th e r 's  death ( th a t i s ,  of how he has exp lo ited  love in  the ' 
in te re s ts  of s e lf - a s s e r t io n ) ;  in  the p lay , the corresponding episode shows 
only th a t h is  g ra t i f ie d  v an ity  has given way to  a p a in fu l sense of lo s s .
The d iffe ren ce  in  the two p ic tu re s  i s  th a t the Rufus of the novel 
i s  more mature and in te l l ig e n t  than the Rufus of the p lay . There are 
a number of reasons fo r  the d ra m a tis t 's  making him younger, in  ch arac te r 
i f  not in  chronological age. F i r s t ,  Catherine has been reduced to  the . 
fo e ta l condition  in  the p lay , so as to  include the pregnancy m a te ria l 
w ithout going out of the time span; th u s , the d ram atist is  free  to  inco r­
porate some of Catherine in to  the ch arac te r of Rufus—in  the novel, 
Catherine was not able to  understand her lo ss  nearly  so w ell as Rufus d id . 
F urther, making Rufus younger was the only way to  incorpora te  in to  the 
play some of the rem iniscent m a te ria l in  the novel, w ithout re so rtin g  to  
the awkward device of flash -backs. (Plays th a t move back and fo r th  in  
the chronological sequence of the ep isodes are ra re . Some no table ones 
are Dear B rutus, Hotel U niverse, and Death of a Salesman; but the f i r s t  
two are c a re fu lly  id e n tif ie d  by th e i r  authors as fa n ta s ie s , and in  the 
l a s t ,  the ch ie f ch arac te r was supposed to  be losing  h is  mind.) F in a lly , 
Rufus is  a fa r  le s s  prominent fig u re  in  the play than in  the novel, no 
doubt p a r tly  because su b tle  ch a rac te riza tio n s  of ch ild ren  are d i f f i c u l t  
to  manage on the s tag e : there  i s  not only the problem of finding  an
ac to r (much th o rn ie r than in  film s, which do not requ ire  a susta ined  per­
formance) , but a grown-up audience experiences some d if f ic u l ty  in  id e n t i ­
fying w ith a v is ib le  ch ild  (th e re  i  s much le ss  d i f f ic u l ty  in  a novel— 
we a l l  know what i t  is  to  fe e l l ik e  a c h ild ) . Thus, in  the play Rufus
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i s  any l i t t l e  boy who has lo s t  a good fa th e r who loved him, ra th e r  than 
a p a r t ic u la r  boy (the au thor, in  fa c t)  who has lo s t  a p a r t ic u la r  fa th e r  
who loved him in  a p a r t ic u la r  way.
Making Rufus younger, then, has the function  of condensing much 
m a te ria l, and the e f fe c t  of lo ss  of in d iv id u a lity  fo r Rufus. Even th is  
lo s s , however, serves to  focus more a tte n tio n  on Mary. A ll th is  develop­
ment of Rufus does not of course occur in  the f i r s t  scene; but the f i r s t  
scene is  co n sis ten t w ith h is  sim pler, younger ch arac te r in  th a t he i s  en­
t i r e ly  the unw illing  v ictim  of the boys: they are in  h is  yard , in s tead
of h is  having gone out to  encounter them; and he t r i e s  despera te ly  to 
run away from them, in s tead  of walking q u ie tly  and a lo o fly  o f f .
To proceed to  the "nigger name": there  i s  a scene in  the novel 
(N il) which adds a dimension of depth to th is  tau n t. For one th in g , i t  
shows th a t h is  mother, in  her anxiety  about hu rting  V ic to r ia 's  fe e lin g s , . 
i s  passiona te ly  concerned th a t the unfortunate  not be tormented fo r th e ir  
m isfortune, a t  le a s t  not by Rufus ; fo r another, we see th a t Rufus h im self, 
in  s p ite  of being m erc iless ly  teased by the boys, never fe e ls  any impulse 
to  tease  in  h is  tu rn—he is  in v e te ra te ly  g en tle . This in  fa c t i s  p a rt of 
h is  confusion of id e n tity :  a l l  h is  l i f e  Agee (Rufus), although b r i l l i a n t ,
h ighly  educated, and reared in  an atmosphere of love, nevertheless  iden­
t i f i e d  him self w ith the s u ffe re r  and the underdog. With p len ty  of equip­
ment fo r running w ith the hounds, th e re  was y e t something in  him th a t 
im pelled him—even compelled him—to  run w ith the h a res. The "action"
(in  the A r is to te lia n  sense) of Agee's l i f e  appears to have been th a t  h is  
love disarmed h is  aggression. This appears s trong ly  in  the novel, but 
not in  the p lay .
The lo ss  of in d iv id u a lity  fo r  Rufus in  the play is  probably not
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the r e s u l t  of inadvertence in  the d ram atis t, but a m atter of dramatic 
n ecessity ; a play tends to  lo se  dramatic impact i f  i t s  ac tio n  is  not 
sharply focused. The ac tio n  of the novel involves Rufus, Mary, and 
Catherine and, to  a le s s e r  e x ten t, sev era l o ther members of the family 
(a t le a s t  fiv e  of the minor characters assume the po in t of view a t 
various tim es). S tan is lav sk y 's  in f in i t iv e  phrase fo r i t  might be " to  
su s ta in  a death ."  But th is  i s  too in d e f in ite  to  fu rn ish  a su ita b le  
veh icle  fo r  a drama; the dram atist accordingly has reduced i t  to  "to  
lose  a husband," and Rufus' function  in  the play is  not so much to 
show what i t ' s  l ik e  fo r  a son to  lose  a fa th e r , as to  show what i t ' s  
l ik e  fo r  a mother to  lo se  the fa th e r  of h e r ch ild ren .
To continue w ith the an a ly sis  of the f i r s t  scene: the  sense­
le ss  j in g le  w ith which the boys taun t Rufus is  minutely analyzed in  
N18: why "Rastus, Johnson, Brown" when these are not h is  names? How
can he answer what he would do when the re n t comes round when he 
d o esn 't know what the re n t i s ,  and they a re  obviously not going to  t e l l  
him?, e tc . The po in t is  the i r r a t io n a l i ty  of c ru e lty . This is  brought 
out in  the play by the immediate appearance of Rufus' f in e , proud fa th e r , 
which has the e f fe c t  of g iving the l i e  to  the tau n t; and a lso  by the 
gradual development of J a y 's  and Mary's characters  and Rufus' s i tu a tio n  
as a member of a c lo se -k n it and moderately prosperous fam ily.
This e f fe c t  of sen se less  c ru e lty  i s  picked up again by repeating  
the taun t on the day of J a y 's  funera l ( th is  does not happen in  the novel). 
Occurring as i t  does a f te r  the tremendous dramatic impact of Act I I ,  i t  
has fa r  more force than i t  does the f i r s t  two tim es: the audience knows
th a t Rufus i s  indeed Rufus, whose fa th e r loved him and is  dead; fu r th e r , 
he has reasons, which he is  too young to  understand, fo r wishing he were
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not Rufus; in  these circum stances, h is  innocent and unsuccessful attem pts 
to  a s s e r t  h is  id e n tity  carry  rich  overtones of dram atic irony , and very 
successfu lly  arouse p ity  and fe a r . To add to  the p a th e tic  e f fe c t ,  the 
scene i s  tra n s fe rre d  from the day a f te r  Jay ’s death , when Rufus was 
dressed in  h is  ordinary c lo th e s , to  the day of the fu n e ra l, when he wears 
b lack . F in a lly , the stage d irec tio n s  requ ire  him to remove h is  black 
cap and su b s ti tu te  the flashy  cap which h is  mother d idn’ t  want him to 
have but h is  fa th e r d id .
In the novel, th e re  is  no conversation between Jay and Mary about 
the cap, nor any in d ica tio n  th a t Jay wanted Rufus to  have i t .  Rufus
wakes up the morning a f te r  Jay ’s death and rushes in to  h is  p a re n ts ’ bed­
room to  show i t  to  h is  fa th e r ; i t  is  in  these circumstances th a t h is  
mother t e l l s  him what has happened (note how P12 and P15 tra n s fe r  the 
pathos of th is  scene to  the play w ithout using the scene i t s e l f ) . L ater 
th a t morning, when Rufus considers wearing h is  new cap to  school, he re ­
a liz e s  th a t he doesn’ t  want to . L ater s t i l l ,  when he is  ju s tify in g  his 
ex p lo ita tio n  of h is  f a th e r ’s death by the thought th a t  h is  fa th e r  wanted
the boys to  respec t him, he says to  h im self, ”I  wanted to  show him my
cap .”
Thus in  the play an i l lu s t r a t iv e  ac tion  has been a lte re d  to s u it  
the a lte re d  charac te r o f Rufus: the pathos is  re ta in ed , bu t the action
is  th a t of a younger and le ss  aware ch ild . The pathos and the wantonness 
of the c ru e lty  have been rendered by s k i l l f u l  placement of the episodes, 
by combination and condensation, and by v isu a l e f fe c ts .  Furthermore, 
both the pathos and the c ru e lty  have been enhanced by ju x tap o s itio n , 
which did not occur in  the novel.
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To conclude the analysis  of Scene I :  Rufus runs b lin d ly  in to  h is
fa th e r ’s arms. The gestu re  is  a dram atic, v isu a l in te n s if ic a t io n  of J a y 's  
p ro te c tiv e  presence: the fa th e r comes not only when he is  c a lled , but in
d ire c t  response to  h is  c h ild ’s need he is  there  before he i s  c a lle d , and 
h is  presence d isp els  the te r ro r .  In the novel. Jay never frig h ten s  o ff  
Rufus’ torm entors. In troducing th is  ac tion  in to  the play not only tra n s ­
fe rs  some of the emotion connected w ith the scene of the matches, but 
lays the b asis  fo r the co n trasting  scene in  Act I I I :  th e re , there  is  no 
Jay to  scare  the boys away, and there  never w il l  be again.
The above analysis  is  perhaps s u f f ic ie n t  to  in d ica te  some of the 
problems a d ram atist faces in  the tra n s fe rr in g  of m ate ria l from a novel.
We may now proceed to  a comparison of the to ta l  e f fe c t  produced by 
A Death in  the Family and A ll the Way Home resp ec tiv e ly .
CHAPTER I I I
A CRITIQUE OF ALL THE WAY HOME AS A RENDERING OF 
A DEATH IN THE FAMILY
D ifferences in  C harac te riza tion  
Jay
The c e n tra l focus of the ch a rac te riz a tio n  of Jay , both in  the 
novel and in  the p lay , seems to  be th a t he is  the one of a l l  the charac­
te rs  (with the exception of the agons—Mary, Rufus, and in  the  novel, 
C atherine) who ought not to  have died . None o f the o th er charac te rs  
could w ell spare him; fo r  h is  p a ren ts , he was the one son who could 
be r e l ie d  upon fo r any kind of f i l i a l  support; Ralph, although he was 
jealous of him, could not ge t along w ithout him—th is  was m anifested 
by h is  telephoning Jay the  n igh t of th e i r  f a th e r 's  i l ln e s s ,  a f te r  f i r s t  
try ing  unsuccessfu lly  to  cope w ith the s i tu a t io n  h im self (re in fo rced  
in  the play by the scene in  the k itchen  when they ta lk  about d rin k in g ); 
Mary's fa th e r and b ro th e r both loved Jay, and both f e l t  th a t Mary stood 
in  need of some kind of ch arac te r development or am elio ra tion  which 
only Jay could help h er to  a t ta in ;  Aunt Hannah, c lo se r  to  Mary than 
even Jay was, understood fu lly  the dimensions and b it te rn e s s  of Mary's 
lo ss ; even Great-Great-Grandmaw had taken a " sp e c ia l shine" to  Jay .
As fo r Mary and Rufus, Jay died a t  the time when th e i r  need fo r him
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was most acute: the ch ild ren  were ju s t  a t  the age of dawning reason,
when a f a th e r 's  in f lu e n c e  as teacher and model begins to  be supremely 
im portan t.
Moreover, Jay was the only one (again w ith the exception of the 
agons) who had no reason to  wish him self dead: Although in  both play
and novel th e re  i s  an ever-p resen t shadow of sadness on Jay , he was 
doing w ell in  h is  work a f te r  having a hard time g e ttin g  s ta r te d ;  he 
and Mary had reached a new depth in  th e i r  m arriage; he seemed to  have 
overcome h is  drinking problems; and a l l  in  a l l ,  he was a t  the peak of 
h is  v i t a l i t y  and u sefu ln ess . In  c o n tra s t ,  Great-Great-Grandmaw is  so 
old as hard ly  to be more than a vegetab le , and has moreover so completely 
absorbed the l i f e  of Sadie th a t the younger woman is  v i r tu a l ly  as old 
as her grandmother: Great-Great-Grandmaw's l i f e  has continued so long 
th a t i t  d rains o ther p eo p le 's  l iv e s  in s tead  of nurtu ring  them. Grandma 
Lynch, although she has re ta in ed  her mental f a c u l t ie s ,  i s  to ta l ly  deaf 
and nearly  b lin d —her l i f e  i s  a burden to  her and to  everyone because 
she is  so hard to  communicate w ith . J a y 's  fa th e r  has su ffe red  a s e r ie s  
of p a in fu l h ea rt a tta c k s , and expects to  d ie  a t  any minute; and he too 
has absorbed most of the v i t a l  force of another human being, h is  w ife.
Ralph says of h im self th a t he ought never to  have been bom  or fa thered  
ch ild ren ; and we are  given the im pression, from o ther m a te r ia l, th a t h is  
w ife and ch ild  would be b e t te r  o ff  i f  he were dead.
A ll the above i s  in  the p lay ; and y e t the play does not presen t 
q u ite  the same ch arac te r as the novel does: th e re  is  a coarsening of 
Jay th a t ends in  a s l ig h t  reduction . This is  d i f f i c u l t ,  i f  not im possible, 
to  avoid in  a d ram atization , fo r  a number of reasons. F i r s t ,  i t  sometimes 
happens th a t  what i s  only thought in  a novel needs to  be s a id , o r otherw ise
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ex te rn a lized , in  a p lay . For example, R alph 's thoughts about men with 
f l a t  b e l l ie s  (N7) are  h ighly  i l l u s t r a t iv e  of h is  ch arac te r, and can 
hardly  be spared i f  we are  to  understand h is  fee lin g s  about Jay. But 
when thought i s  put in  the form of words or a c tio n , i t  very o ften  is  
more coarse , and th is  ra is e s  c e r ta in  problems fo r the d ram atis t: su re ly
the Jay of the novel would never have to le ra te d  R alph's in s u lts  to  
Mary, S a lly , and h im self in  P4.
Then, as has been sa id  b e fo re , su b tle  am biguities of charac te r 
are extremely d i f f i c u l t  to  render on the s tag e . An example of th is  is  
the treatm ent of the c o n f lic t  between Jay and h is  w ife . In  the novel.
Jay almost never o ffe rs  any d ire c t  opposition  to  Mary, even in  the stream 
of consciousness passages. Here are two ty p ic a l in s tan ces:
(Jay i s  preparing to  leave fo r h is  f a th e r 's  home: N3)
She got in to  h er s lip p e rs  and sh u ffled  quickly to  the door. She 
looked back and s a id , in  a stage w hisper, "Bring your shoes—to 
the k i t chen."
He watched h e r d isappear, wondering what in  h e l l  she meant by 
th a t ,  and was suddenly taken w ith a sn o rt of s i le n t  amusement.
She had looked so deadly se r io u s , about the shoes. God, the ten  
thousand l i t t l e  th ings every day th a t a woman kept thinking o f , 
on account of the ch ild ren . Hardly even th ink ing , he thought to 
h im self, as he p u lled  on h is  o ther sock. P ra c tic a l ly  autom atic.
Like b rea th ing .
And most of the tim e, he thought, as he s tr ip p e d , theyVe dead 
r ig h t .  Course th e y 're  so much in  the  h a b it of i t .  . . th a t some­
times they overdo i t .  But most of the time i f  you th ink  even a 
second before you get annoyed. . . there  i s  good common sense 
behind i t .
p. 29
(Jay and Mary are d iscussing  h er pregnancy, in  Rufus' presence:
N il)
"Oh, Jay ,"  she sa id  in  alarm; then s a id , by moving her l ip s ,  
"Don't ta lk  of i t  in  fro n t of him!"
"Oh, I'm  so rry ,"  and he , too, sa id  w ith h is  l i p s —only a whisper 
leaked around the s ile n c e , "but w hat's  the good? Why not get i t  
over w ith?"
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She decided th a t i t  was b e st to speak openly. "As you know,
Jay, I ’ve to ld  Rufus about our su rp rise  th a t ’s coming. I  to ld  
him I ’d be glad to  t e l l  him what i t  was, except th a t i t  would 
be so very hard fo r him to  imagine i t  and such a lovely su r­
p rise  when he f i r s t  sees i t .  Besides, I ju s t  have a fee lin g  he 
might m-make see-oh-en-en-ee-see-tee-eye-oh-en-ess, between— 
between one thing and ano ther."
"Going to  make them, going to  make em anyhow," h is  fa th e r  
sa id .
"But Jay , th e re ’s no use simply forcing i t  on h is  a t t -e ig h -
te n -te n , h is  a tte n tio n , now, is  there? Is th e re . Jay?"
She seemed re a lly  q u ite  a g ita te d , he (Rufus) could not 
understand why.
"You’re  r ig h t ,  Mary, and don’ t  you get excited  about i t .  I
was a l l  wrong about i t .  Of course I  was." And he got up and
came over to  her and took her in  h is  arms, and pa tted  her on the 
back.
" I ’m probably ju s t  s i l l y  about i t , "  she sa id .
"No, you’re not one b i t  s i l l y .  Besides, i f  you’re  s i l l y  
about th a t ,  so am I ,  some way. That ju s t  so r t of caught me 
o f f  my guard, th a t  about heaven, th a t ’s a l l . "
"Well what can you say?"
" I ’m Godd I  can’t  imagine, sw eetheart, and I b e t te r  ju s t
keep my mouth sh u t."
She frowned, sm iled, laughed through her nose and urgen tly  
shook her head a t  him, a l l  a t  once.
In both passages. J a y 's  opposition  is  implied ra th e r  than s ta te d , 
and he even seems to  be moving toward Mary’s views. In the p lay , on the 
o ther hand, h is  disagreement i s  d e f in ite  and a r t ic u la te :  he th inks (and
says) th a t Mary should t e l l  Rufus how babies are bom , and th a t she should 
l e t  him have the dreadful cap. In  the adap ta tion , Jay loses something 
of fineness and complexity. The dram atic gain is  a c la r i f ic a t io n  of the 
is su e , and a strong im p lica tion  th a t Jay is  r ig h t and Mary wrong. But 
to  c la r ify  an issu e  in  the play th a t was ambiguous in  the novel, and to 
a s s e r t  a moral su p e rio rity  in  the play th a t was no moral su p e rio rity  a t  
a l l  in  the novel, but only a d if fe re n t moral tendency, is  not only to  
coarsen the anagogy but to  a l t e r  i t s  substance, as we sh a ll  see la te r .
Another reduction  is  the i l lu s t r a t iv e  ac tion  of the handshake.
Jay in s tru c ts  Rufus in  the theory and p rac tice  of shaking hands (P2); 
the meaning of th is  ac tion  i s  powerfully re in fo rced  when Rufus and Ralph
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shake hands a f te r  Ralph's taunting (P4); i t  i s  re in fo rced  again when 
Rufus shakes hands w ith the boys in  Act I I  (PIO); and again in  the cru­
c ia l  scene in  Act I I I  when Rufus brags about h is  f a th e r 's  death (P15). 
Message: to  Rufus, a handshake means th a t he has gained somebody's re ­
sp ec t, and i t  is  Jay who has taught him th is .  Jay appears p o s itiv e ly  
as a glad-hander, and takes on some of the aura of W illie  Loman. The 
dramatic gain is  an i l lu s t r a t iv e  action  which focuses the whole issue 
of Rufus' need fo r s ta tu s  with h is  peers; but the lo ss  here is  immense. 
Not only has Jay lo s t  d ig n ity , but he has ta u g h t h is  son something th a t 
w il l  not stand the te s t  of experience, not even in  the play: hand­
shaking is  not a sure sign  of re sp ec t. Ralph shakes hands, not to  show 
re sp ec t, but to  p laca te  Jay and Mary and to  make Rufus fe e l  b e t te r :  h is
ac tio n  of fa l l in g  to  h is  knees, pretending to  be overwhelmed a t  the force 
of Rufus' g r ip , shows th a t he i s  playing games. And in  Act I I I ,  the boys 
shake hands w ith Rufus because they are embarrassed: fa r  from respecting
him they go o ff  making signs to  one another th a t he i s  an im becile.
There is  ye t another in stance  of a reduction of Jay (P6), one 
which seems to  add nothing to  the p lay . Mary stands behind Jay when 
Ralph telephones about th e ir  fa th e r , prompting him w ith common-sense 
questions such as has the doctor been sen t fo r ; in  the novel (N3), Mary 
is  s t i l l  in  bed and Jay asks the same questions on h is  own in i t i a t iv e .
The r e s u lt  i s  the reduction of Jay to  something l ik e  the stereotyped 
te le v is io n  fa th e r , who c a n 't  get through the sim plest s i tu a tio n  w ithout 
the constant guidance of h is  w ife. Possibly  the purpose of the in te rp o ­
la t io n  was to  show Mary's cooperative s p i r i t ;  but the e f fe c t  i s  almost 
one of nagging, and reduces Mary as w ell as Jay.
In s p ite  of the general coarsening of h is  ch arac te r, the  issue
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of Jay’s drinking is  tra n s fe rre d  f a i th fu l ly :  in  both media, Jay has been
a heavy d rinker who has succeeded in  bringing h is  drinking under co n tro l; 
but in  n e ith e r  are we ever sure whether Jay was drunk when he met with 
h is  acciden t.
Mary
In  both media, Mary is  an agon—th a t i s ,  the episodes are  pre­
sented as powerfully a ffe c tin g  h e r. In  the p lay , she is  the p r in c ip a l 
agon; in  the novel, she shares the ro le  w ith Rufus and, to  some e x ten t, 
w ith Catherine and the minor ch arac te rs . IJhere in  the ch arac te r of Jay 
there has merely been an o v e r-s im p lif ica tio n  and a reduction , in  her 
case the tra n s fe r  has re su lte d  in  a su b s ta n tia l a l te r a t io n  of ch arac te r: 
in  the novel, she is  a f a r  s tro n g er and more fu lly  formed person.
In both media, Mary i s  in  the process of development, and in  both 
there  is  a g u lf  between her and Jay. But in  the novel, she understands 
the g u lf much b e t te r ,  and has even come to  terms w ith i t :  she knows
(N5) th a t the gu lf is  her re lig io n , and not J a y 's  in s is te n c e  on a c e r ta in  
amount of autonomy and independence fo r h im self. I f  she fee ls  a s l ig h t 
anxiety about h is  d rink ing , on the whole she regards i t  as a th ing  of 
the p a s t. In  N15, when in  the presence of the o thers she i s  fondly re ­
co llec tin g  what she and Jay have done toge ther th a t day, she remembers 
a thought she had about him th a t she is  unw illing to  share w ith her 
family: angry a t  Jay because he was so la te  and had not telephoned, i t
occurred to  h e r th a t he might have been drinking . She th inks:
And i f  he was, why what in  the world of i t .  L e t 's  hope i f  he was 
he re a lly  loved being , God b le ss  him always. Always.
And then a te r r ify in g  thought occurred to  h e r , and she looked 
a t  Andrew. No, she thought, he w ouldn 't l i e  to  me i f  i t  were so.
No, I  w on't even ask i t .  I  w on't even imagine i t .  I  ju s t  d o n 't 
see how I  could bear to  l iv e  i f  th a t were so.
But there  he was, a l l  th a t day, w ith Ralph. He must have.
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Well he probably d id . That was no p a rt of the promise. But 
not re a l ly  drunk. Not so he co u ld n 't nav igate . Drive w ell.
No.
Oh, no.
No I  w on't even dishonor h is  dear memory by asking. Not 
even Andrew in  s e c re t . No, I  w on 't.
And she thought w ith such exactness and w ith such love 
of her husband's face , and of h is  vo ice , and of h is  hands,
and of h is  way of sm iling so warmly even though h is  eyes never
lo s t  th e i r  sadness, th a t she succeeded in  d riv ing  the o ther 
thought from her mind.
And Mary never th inks about J a y 's  drinking again.
The passage does i l l u s t r a t e  Mary's d is in c lin a tio n  to  confront 
the tru th  about th in g s , which in  both media is  brought out in  the scenes 
concerning Rufus and her pregnancy. In the novel, i t  is  fu r th e r  brought, 
out in  her a t t i tu d e  towards the purchase of the cap (she is  more con­
cerned th a t Rufus should show than fe e l enthusiasm about going shopping 
with Aunt Hannah, and th a t Rufus should have a su ita b le  cap than w ith 
what he w ants), and a lso  in  N6 when she t r i e s  to  explain  death to  the 
ch ild ren ; in  the p lay , the f i r s t  of these scenes is  p a r t ia l ly  tra n s fe rre d , 
the second i s  om itted. But her motive fo r  avoiding the fa c ts  of l i f e  is
c le a re r  in  the novel, even to  h e rs e lf :  whenever she has d if f ic u l ty  in
reconciling  fa c tu a l w ith s p i r i tu a l  tru th , she ignores the fa c tu a l in  
favor of the  s p i r i tu a l .  In N5, she makes a c le a r  decision  to  be f a i th fu l  
to  her re lig io n , even i f  i t  means widening the g u lf between h e rs e lf  and 
Jay. In  the  novel. J a y 's  death has the e f fe c t  of deepening her re lig io u s  
l i f e  and confirming her attachment to  the church—her fa th e r  even fee ls  
(p. 156) th a t she might "crawl in to  i t  l ik e  a hole and hide in  i t , "  and 
the reader is  not sure he i s  wrong. In the p lay , her widowhood draws her 
away from the church toward a more n a tu r a l i s t ic  view of th ings—J a y 's  
view (P19).
In  the novel, then, Mary is  a more em otionally mature woman, and
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her lo ss  e s tab lish e s  h e r ch arac te r more firm ly in stead  of modifying i t .  
Furthermore, her ch arac te r is  s tro n g er to  begin w ith . A c lose  comparison 
of the novel w ith the play w il l  fu rn ish  many i l lu s t r a t io n s  of th is  d if ­
fe rence , but perhaps one example i s  s u f f ic ie n t  here: in  the novel, when
Mary hears the  bad news she asks fo r  whisky, and in  the course of the
next few hours she drinks a g rea t deal o f i t ;  but her behavior is  decorous—
there  i s  none of the c h ild ish  despera tion  expressed in  the play when she 
says she in tends to ge t drunk. Throughout th is  c ru c ia l scene, the novel 
makes much of her courage and unwavering re so lu tio n ; in  the p lay , the 
emphasis is  on the suggest ion th a t she is  a h u rt and bewildered ch ild .
Besides being a l te re d , Mary as w ell as Jay i s  coarsened in  the 
adap ta tion . That the scene w ith Ralph on the day of the fu n e ra l, when 
she asks him i f  Jay was drunk, would be unthinkable to  the Mary of the 
novel has already been i l lu s t r a te d  by the above quotation : she w il l  not
even ask her b ro th e r, whom she t r u s t s ,  no t even in  her own mind; su re ly  
she would not ask Ralph, whom she d is t ru s ts  and d is l ik e s ,  in  the presence 
of the whole body of mourners. Her attem pt to s t r ik e  Ralph reduces the 
scene almost to  a braw l, of which in  the novel th e re  is  not the s l ig h te s t  
suggestion . The dram atic purpose may have been to  show th a t she was 
in te rn a liz in g  some of J a y 's  c h a ra c te r is t ic s —h is  m asculin ity  and d ire c t­
ness as con trasted  w ith h e r feminine gentleness and su b tle ty ; but the
general e f fe c t  of the d ra m a tis t 's  treatm ent of Mary is  to  reduce her re ­
finement of s p i r i t  to  mere p r is s in e s s . In  the p lay , a l l  her l i t t l e  
n ic e t ie s  are  m otivated by what o thers w il l  th ink  of her; in  the novel, 
some of them indeed a re , but these a re  balanced and deepened by her 
earn est s e lf -q u e s tio n in g , p a r t ic u la r ly  in  N5.
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Rufus
The d iffe ren ces  in  Rufus have already been discussed. To re ­
c a p itu la te , he i s  a younger boy and h is  charac te r i s  le s s  sp ec ified .
Minor Characters
Here the lo ss  of charac te r i s  very g re a t. Aunt Hannah perhaps 
comes through the b e s t. Her respec t fo r Rufus’ in te g r i ty ,  her sp ec ia l 
love fo r Mary, her s e lf le s s n e s s , even her youthful lo s s ,  are a l l  i l ­
lu s tra te d  in  the p la y . The only element not tra n sfe rred  i s  the momen­
ta ry  shaking of her f a i th  (N17); and even th is  might be p a r t ia l ly  con­
veyed by fa c ia l  expression a t  various po in ts in  Act I I .
Ralph too is  rendered p re tty  fu l ly ,  although again the e ffe c t  is  
more stereotyped and le ss  sp e c if ic : as but one example of th i s ,  h is  mo­
ment of in s ig h t in  the play (P4) i s  perfunctory and unconvincing, lik e  
any ordinary a lco h o lic ’s ;  in  the novel, he re a lly  does see h im self, and 
fo r a b r ie f  moment does take on f u l l  human d ig n ity . However, h is  s e l f -  
loa th ing , h is  maudlin sen tim en ta lity , h is  jealousy  of Jay , h is  w ife ’s and 
h is  son’s fea r of him, are  a l l  in  the p lay . He is  never outspoken or 
b ru ta l  in  the novel, bu t the reader is  made aware th a t Sally  and h is  son 
are a fra id  of him (p. 70). Possibly h is  taunting  of Rufus s tr ik e s  a 
note fa ls e  to  the charac te r of the Ralph of the novel, whose ch ief con­
cern was to make him self loved and respected—in  the novel, i t  was Uncle 
Ted who teased Rufus. However, the dram atist ev idently  wanted to  include 
the teasing  scene, and obviously did not want to  introduce a new character 
fo r no o ther purpose than th a t:  he f e l t  i t  e s s e n tia l  th a t some grown-up
should tease  Rufus in  h is  p a re n ts ’ presence, and th a t h is  parents should 
come to h is  defense; and he concluded th a t Ralph was the most su ita b le
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one fo r  th is  purpose. The episode does not seem to  me re a lly  to  d is to r t  
R alph 's ch arac te r—he was rougher in  background and h a b it of l i f e  than 
the Lynches, and i t  i s  not inappropria te  fo r the dram atist to  b ring  out 
th is  d ifference  by having Ralph tease  Rufus in  a way th a t h is  own parents 
never would and in  fa c t w il l  not perm it.
In  the novel the only d ire c t  con fron ta tion  between Ralph and Jay 
occurs when Ralph telephones about th e ir  f a th e r 's  i l ln e s s ;  in  the p lay , 
there  i s  a lso  the scene (P5) where the b ro th ers  ta lk  about d rinking .
I t  is  upon th is  scene th a t the d ram atist r e l ie s  to  render the p ecu lia r 
q u a lity  of the re la tio n  between the two: they a re  both sons of the same
p a ren ts , both m arried men with ch ild ren , both tempted by drink ; but where 
Jay i s  a re l ia b le  and h e lp fu l son, Ralph i s  a burdensome one, though not 
le s s  dear; where Jay is  much loved as a husband and fa th e r , Ralph is  an 
ob ject of fe a r ; and where Ralph is  hopelessly  enslaved to  a lcoho l. Jay 
has overcome h is  add ic tion . A ll th is  is  rendered in  P5. The play also  
s trong ly  s tre sse s  another element in  the re la tio n sh ip : in  s p ite  of J a y 's
g rea t su p e rio rity  to  h is  b ro th e r, he is  s trong ly  influenced by him.
This in fluence is  only h in ted  a t  in  the novel. There is  the 
passage where Mary is  thinking about the p o s s ib i l i ty  th a t Jay may have 
been drinking before he s ta r te d  to  drive home: "But there  he was, a l l
th a t day, w ith Ralph. He must have." And o th e r, s u b tle r , suggestions 
of R alph's influence occur, such as Mary's re fu sa l to  l e t  Ralph be h is  
b ro th e r 's  undertaker, presumably because of her resentment o f th is  in ­
fluence. In the p lay , on the o ther hand, the po in t is  brought out early  
(Mary's "You w on't l e t  Ralph in fluence you?" in  P 3 ), and s tre sse d  there­
a f te r  throughout, u n t i l  Mary's l a s t  word on the sub jec t in  P18, when she 
asks Andrew to  make sure th a t Ralph gets home sa fe ly . The d ifference
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i s  th a t in  the p lay , Mary acu tely  fears  and re sen ts  R alph 's influence 
u n t i l  she learn s  to  accept i t  a f te r  J a y 's  death; w hile in  the novel, 
she has ceased to  re a lly  fea r i t  years ago, and in so fa r  as i t  s t i l l  
e x is ts ,  p re fe rs  not to  dwell upon i t  in  h e r mind.
Mary's b ro th e r Andrew appears in  the novel as a lover of tru th  
and beauty and a m ili ta n t  a n t i - c le r ic a l—in  f a c t ,  as a P la to n ic  poet, 
both gadfly and dangerous revo lu tionary . He is  more r ic h ly  developed in  
the novel, but the play does p resen t the crude o u tlin e  of the type (he 
pa in ts  p o r t r a i t s ,  re fe rs  to J a y 's  b e a u tifu l  physique, wants to  s p i t  in  
God's face, is  h e lp le ss ly  outraged by J a y 's  sudden death .) There is  no 
p o r t r a i t  in  the n o v e l, bu t i t s  in tro d u ctio n  in to  the play does n o t, I 
b e liev e , do violence to  h is  ch arac te r as Agee presented  i t .  The drama­
t i s t  uses i t ,  not only fo r  ch a rac te riz a tio n  of Andrew, but to  heighten 
the dramatic e f fe c t  of the telephone c a l l  to Mary informing her of the 
acciden t: the whole Lynch family is  admiring the p o r t r a i t  a t  the time
the phone r in g s , but th e i r  a tte n tio n  is  gradually  drawn away from i t  to  
what Mary i s  saying; the device serves to  f ix  the aud ience 's  a tte n tio n  
upon th is  c ru c ia l conversation. Also, th e re  is  a fin e  e f fe c t  of dramatic 
irony in  th a t the fam ily is  admiring the p o r t r a i t ,  a b irthday  present 
to  Mary, of the husband whom she has ju s t  lo s t  w ithout ye t knowing i t .
What i s  la rg e ly  lo s t  in  the play i s  the profound in fluence  Andrew 
had upon Rufus. As we read the novel, knowing th a t i t  i s  au tob iographical, 
knowing a lso  th a t Agee was a superb a r t i s t  who lo s t  h is  re lig io u s  fa i th  
and drank h im self to d eath , Andrew's ch arac te r takes on a portentous w eight. 
In the p lay , focusing as i t  does on Mary ra th e r  than Rufus, there  is  
n e ith e r time nor occasion fo r s tre ss in g  Andrew's in fluence  on Rufus.
In  the minor ch arac te rs—the e ld e r F o lle t ts  and Lynches—the lo ss
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is  g re a te s t of a l l .  In  the novel they are v iv id  and d i s t in c t ,  while in  
the play they are f l a t  ch a rac te rs , almost props: J e s s ie  F o l le t t  e x is ts
only to  inqu ire  a f te r  her husband's comfort, Catherine Lynch only to 
ra is e  her ear trumpet and ask i f  the o ther characters are in  the bath­
room, Jo e l only to  suppress h is  i r r i t a t i o n  w ith C atherine. In  the novel, 
although not much space i s  given to  e ith e r  of them, both J e s s ie  and 
Catherine are fu lly  developed ch arac te rs: J e s s ie  is  a woman f u l l  of
wisdom and understanding, w ith a deep compassion fo r  her a i l in g  husband, 
her a lco h o lic  son, and even fo r Mary's predicament in  regard to  Jay; 
C atherine 's  g a lla n try  in  the face of her deafness and p a r t i a l  b lin d n ess, 
and of the in ev itab ly  i r r i t a t i n g  e f fe c t  h e r presence must produce on 
a l l  the people she loves most, makes p ity  fo r her seem presumptuous— 
h er y ie ld in g  her n a tu ra l p lace as Mary's com forter to  Hannah on the n igh t 
of the accident is  an ac t of au th en tic  heroism, and is  very moving. In  
the p lay , she is  reduced to  a common stock charac te r—the unfeeling 
hypochondriac.
The e f fe c t  of th is  loss is  a general c h illin g  of the family fe e lin g . 
The pervading atmosphere in  the novel is  o f deep love, and a l l  the re s ig ­
na tion  and endurance th a t i s  brought in to  play is  based on the underlying 
conviction of belonging to  a community whose members are  bound together 
by c lose sympathy and compassion; they can bear the lo ss  of Jay only be­
cause he is  somehow s t i l l  a member of th is  community, both loving and be­
loved. In  the p lay , most of the  loving a c tio n , a f te r  Jay is  gone, is  per­
formed by Hannah, u n t i l  Mary is  f in a l ly  able to  take i t  upon h e rs e lf .  This 
is  a c ru c ia l d iffe ren c e , and b rings us now to a comparison of the anagogies.
D ifferences in  Anagogy
Taking in to  considera tion  and weighing the ep isodes, the
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c h a rac te riz a tio n , the ideas expressed and the d ic tio n  used, as w ell as the 
v isu a l e f fe c ts  in  both novel and p lay , i t  seems th a t th e re  i s  a consider­
able d iffe ren ce  in  th e ir  anagogies, suggested in  the f i r s t  p lace by th e i r  
resp ec tiv e  t i t l e s ;  the ac tio n  in  A Death in  the Family (where, because 
of J a y 's  untimely death , nobody does get home) i s  the e ffe c t  upon a family 
of the death o f one of i t s  members (variously  husband, fa th e r , son, 
b ro th e r, b ro th e r-in -law , e t c . ) ;  i t  i s  the s to ry  of a lo s s ; the ac tion  in  
A ll The Way Home is  the gradual incorpora tion  of the  ch arac te r of the lo s t  
Jay i i to  the ch arac te r o f Mary—i t  is  the s to ry  of the  psychological re ­
covery of a lo s s .
A Death in  the Family is  an au tobiograph ical novel; thus, although 
i t  i s  a work of a r t  complete in  i t s e l f ,  some reference  to  Agee's l i f e  and 
to o thers o f h is  au tob iographical works may serve to  c la r i fy  some of i t s  
elem ents. The Homing Watch (Boston, Houghton M iff lin , 1951) shows th a t as 
a boy Agee's mind was thoroughly o rien ted  toward the  re lig io n  of h is  mother; 
the L e tte rs  to  Father Flye (New York, B ra z il le r ,  1962) show th a t  as he grew 
o lder he turned from th is  o r ie n ta tio n . In  A Death in  the Family, none of 
Mary's family except Aunt Hannah had any sympathy w ith her re lig io n : i t
outraged her b ro th e r, h e r fa th e r  held  i t  in  contempt, and the re s t  ignored 
i t .  She h e rs e lf  f e l t  th a t i t  came between h er and Jay—there  are sev era l 
instances of her finding i t  d i f f i c u l t  to  accept something in  Jay, because 
of various elements in  her own ch arac te r which she f e l t  to  be connected 
w ith her own re lig io u s  l i f e .
But th e re  are no in d ica tio n s  th a t Jay found Mary d i f f i c u l t  to  
accept: although her theology had ev iden tly  no meaning fo r him (he was
never b a p tiz ed ), he seems to  have seen th a t her re lig io u s  l i f e  was e s s e n tia l  
to  her n a tu re , and to  have been fu lly  able to  accept th a t na tu re  w ithout 
fee lin g  any pressu re  to  share her views. The hang-up appears to  have
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been M ary 's, not h is .  For h e r, the c o n flic t between the claims of her 
re lig io n  and the claims of her love fo r Jay was an unresolved issu e .
Jay 's  untimely death brought the c o n f lic t to  an unnatural and u n sa tis ­
fac to ry  end, as though a p r iz e f ig h te r  had been shot dead in  the rin g : 
re lig io n  had won by d e fa u lt, not by v ic to ry .
The im plica tion  in  the novel i s  th a t Jay, w hile he liv e d , served 
as a co rrec tiv e  and balance fo r the excesses of Mary's Anglicanism 
(surely  he would never have perm itted Father Jackson to  b u lly  and torment 
h is  fam ily, nor would he have perm itted Rufus to  be sen t away from home 
to  an Anglican boarding school a t  the age of te n ) . From Rufus' po in t of 
view, h is  f a th e r 's  presence in  the family l i f e  made h is  m other's re lig io n  
to le ra b le  to  him: not only was h is  fa th e r h is  a lly  and support against
h is  m other's r i g i d i t i e s ,  bu t Mary's love fo r the liv in g  Jay gave her a 
medium through which she could liv e  her re lig io n  in  a way th a t benefited  
l i t t l e  Rufus—she could work i t  out in  acts of love toward her husband and 
ch ild ren—in  o ther words, in  c rea tin g  a happy family l i f e ,  T\fhen she had 
only the dead Jay l e f t  to  love, th ings were d if fe re n t:  before very long
she seems to  have been constrained to  send Rufus away (vide The Morning 
Watch)—th a t i s ,  to  destory h is  fam ily l i f e  a lto g e th e r .
The novel s tre s s e s  the tra g ic  q u a lity  of the action  in  a number 
of ways. F i r s t ,  there  is  a strong co n tra st between the atmosphere in  
P art I I I  (the day of the funera l) and th a t of the e a r l i e r  p a rts  of the 
book. U n til the fu n e ra l, the whole s to ry , including Rufus' search fo r 
"who I  am," i s  an ex p lica tio n  of the various bonds th a t hold a family 
together (the family scene the n igh t of J a y 's  death is  indeed the most 
im pressive example of th is  s o l id a r i ty ;  but the author makes i t  c lea r  
(pp. 304-307) th a t  i t  was on the day of J a y 's  fu n e ra l, not of h is  death .
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th a t Mary' s l i f e  w ithout her husband tru ly  began). In P art I I I , the 
sub jec t s h i f ts  to  the loosening of those bonds: Rufus betrays h is  fa th e r ,
he and Catherine q u a rre l, Aunt Hannah, who usually  understands him so 
w ell, is  angry with him fo r no reason; Father Jackson torments both of 
the ch ild ren  and torments th e ir  mother as w e ll, and there  is  no one to  
p ro tec t them from what he does to them; l i t t l e  Catherine is  l e f t  alone 
and frigh tened ; in  the very l a s t  paragraph, Rufus wishes to  ask h is  
uncle, "Why do you hate  Mama?"
Then the fu n e ra l, w ith i t s  a ttendan t ceremony and panoply, is
given a tremendous w eight: i t  occupies n inety  of the 340 pages of the
book. Thus, the to ta l  e f fe c t is  fa r h eav ie r, g raver, and more sorrowful 
than in  the p lay . I t  i s  a lso  more r i t u a l i s t i c :  i t  is  as though the
spontaneous ebb and flow of family interchange were thickening and growing 
s lugg ish , slowed down by the r ig id  and formal channels of re lig io u s  ob­
servance. God becomes death in s tead  of l i f e ,  p a r tic u la r ly  fo r Rufus 
(again, th is  is  strong ly  brought out in  The Morning Watch) —a death with 
which Rufus' mother i s  somehow involved, to  which he has somehow lo s t
h e r. Andrew comments (and i t  i s  th is  comment th a t makes Rufus want to
ask him why he hates Mama):
"G enuflecting, and ducking, and bowing and scrap ing , and basting  
thenaelves with the sign o f the Cross, and a l l  th a t d isgusting  
hocus-pocus, and you come to one sim ple, s in g le  act of C hris tian  
ch arity  and what happens? The ru les of the Church fo rb id  i t .
He's not a member of our l i t t l e  club.
" I  t e l l  you, Rufus, i t ' s  enough to make a man puke up h is  so u l."
"That—th a t b u tte r f ly  has got more of God in  him than Jackson 
w il l  ever see fo r the re s t  of e te rn i ty ."
And th is  a t t i tu d e  of Andrew's toward the Church was the one th a t 
James Rufus Agee could never shake o ff throughout h is  whole adu lt l i f e ,  
although i t  was la te n t  fo r  some time. But in  vain  were a l l  h is  years of 
prayer and. ded ication  and hard studying, in  vain h is  deep love fo r h is
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mother, in  vain what might be ca lled  h is  adoption by Father F lye; as he 
matured, a l l  h is  concern fo r human su ffe r in g , h is  a r t i s t ' s  s e n s i t iv i ty ,  
h is  d ign ity  of s p i r i t ,  impelled him away from the Church—"Mother Church." 
To the c ru c ia l question of Agee's l i f e —"Why does Uncle Andrew (the sen­
s i t iv e  a r t i s t )  ha te  Mama (the Church)?"—th ere  was only one person who 
could ever have provided an answer; and th a t person was untimely and i r ­
revocably dead.
The h ia tu s  l e f t  in  Agee by h is  repud ia tion  of the Church was 
f i l l e d ,  i t  seems, by h is  alcoholism —in stead  of being enslaved, as Donne 
puts i t ,  by God, he was enslaved by drink . The fa r th e r  he withdrew from 
the Church, the more h e lp le ss  he appeared to  fe e l about h is  drink ing . In  
a l e t t e r  to  Father Flye w ritte n  about two years before h is  death (February 
12, 1953» p. 210) he w rite s :
On the p o s s ib i l i ty  of a few days in  one of the T rapp ist monas­
te r ie s  I  have to  be vague. . . though the idea deeply a t t r a c t s  me 
. . .  I a lso  fe e l q u ite  shy of i t ,  in  ways I imagine you w il l  under­
stand . Most of the ways I fe e l  shy of i t  a re , of course, simply 
the reverse-co in  of the reasons I am a ttra c te d . One of the  ways 
is  apart from those and may w ell seem (or fo r th a t m atter be) shame­
fu l  and absurd: I  am by now much more deeply addicted to  alcohol
than a t any time b efo re , I can remember. Yes, I  am supposed to 
drink two drinks a day a t most, but I  have ye t to  succeed in  th a t ,  
except maybe once every th ree  or four days. The e ffe c ts  of so b ri­
ety  are in to x ica tin g ly  rewarding, but th a t is  beside the po in t.
Unless I  should have broken the ad d ic tion , or would have go tten  
in to  a degree of co n tro l which s t i l l  seems u n lik e ly , I  am a fra id  
th a t sev era l days of abstinence would bring  me to  such a p itch  
of tension  th a t my stay  would be much le ss  lik e  the r e la t iv e  
apprehension of a l l  th a t  might be good th a t I imagine, than h e l l  
on ea rth . But I may re a lly  have done b e t te r ,  w ith in  a few weeks; 
work you care to  do, can do wonders fo r  you which you c a n 't  do 
y o u rse lf . W ill you, anywray, l e t  me know when exactly  your spring 
vacation  fa l ls ?  I  re a liz e  by your rep ly  to  a previous l e t t e r  
th a t i t  would mean a g rea t deal to  you, and th a t you fe e l i t  
might to me, and I  know th a t myself: so 1 am s o r r ie r  than , ap­
p a ren tly , I  know how to  convey, to  fe e l  so unsure about a c tu a lly  
doing i t ,  as I  do.
This passage seems to  express a c o n f lic t in  Agee's mind between the 
Church and drink . His dead fa th e r  was a d rin k er, and not a church member;
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and th e re  was the doubt, suggested in  the novel, as to  whether Jay had 
been drinking on the day he met w ith the acciden t—a doubt much s tren g th ­
ened by J a y 's  " i f  I  ever get drunk again . I ' l l  k i l l  m yself."  I t  is  as i f  
Agee, in  order to  preserve w ith in  h im self the liv in g  image of h is  fa th e r 
which is  so v i t a l  in  the development of a man, had to  repudiate  the Church 
which had repudiated  h is  fa th e r ;  and had a lso  to  f ig h t over again the 
b a t t l e  h is  fa th e r  had fought ag ain st d rink .
I t  i s  doubtful whether Agee him self saw the f u l l  ram ifica tions 
o f the connection between alcohol and God in  h is  own consciousness; but 
a psychoanalyst would be quick to  po in t out the unconscious asso c ia tio n  
the two had fo r  him. In a l e t t e r  a month l a t e r  (March 4, p. 221) Agee says: 
" I  begin to  suspec t. . . th a t the only way ou t. . . i s  to ta l  abstinence; 
which as a p ro sp ec t, is  so th rea ten in g  th a t I  keep try in g , in s te ad , to 
cut down."—the lo ss  of d rink  would be, fo r  him, the death of God. This 
unconscious a sso c ia tio n  of alcohol and God i s  q u ite  g en era l, as both 
f ic t io n a l  and n o n -f ic tio n a l l i t e r a tu r e  on the su b jec t abundantly shows.
As they say in  A lcoholics Anonymous, to  give up drinking i s  to make up 
one 's  mind to  renounce P arad ise . The words of the Anglican litu rg y  i t s e l f  
b ring  out the connection, as Agee brings out in  The Morning Watch (p. 32): 
"Blood o f C h ris t, in e b r ia te  me:" th e re  follows a long paragraph on Rufus' 
c h ild ish  confusion between drunkenness and d ivine in s p ira tio n , compli­
cated of course by the circum stances of h is  f a th e r 's  death .
Agee wrote A Death in  the Family over a period of many years 
th a t extended r ig h t  up u n t i l  the time of h is  death ; th u s , he was working 
on i t  a l l  during h is  worst su ffe rin g s  from h is  d rinking . Even a reader 
unacquainted w ith h is  l i f e  might su spec t, i f  he were w ell acquainted w ith 
alcoholism  and i t s  symptoms, th a t the chapter about Ralph (N7) is  as
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au tobiographical as the p a rts  about Rufus: i t  describes the fee lings
of an a lcoho lic  ra th e r  than h is  conduct—th a t i s ,  Ralph is  seen from 
the in s id e , not the o u ts id e—and i t  is  hard to deny the im pression th a t 
Agee him self has su ffe red  from what he so p a r t ic u la r ly  d esc rib es . R alph 's 
function  in  the s to ry  i s  to  heighten the tragedy : he, who is  so h e lp le ss
ag ain st drink th a t he th inks he ought never to  have been bom , remains 
a liv e  w hile h is  b ro th e r, who has conquered the ad d ic tio n , d ie s . S im ilarly  
Agee, who i s  a lso  h e lp le ss  and who loves death (vide h is  d esc rip tio n  of 
h is  p lan fo r  the Eldorado scene in  Candide—L e tte r s , p. 217), remains 
a l iv e , w hile h is  fa th e r ,  who was no longer an a lco h o lic  and who loved 
l i f e ,  has long been dead.
Moreover, one has the im pression th a t w ith Jay dead, R alph 's one 
remote p o s s ib i l i ty  of cure i s  gone. And although Agee h im se lf, as we 
have seen in  the L e t te r s , had not e n tire ly  given up hope of cure , one 
fe e ls  th a t there  was some s tren g th  o r wisdom in  h is  fa th e r  (or a t  le a s t  
in  h is  image of h is  fa th e r)  th a t  was lacking in  h im self, bu t which he 
might have managed to  absorb i f  h is  fa th e r  had liv e d . The s to ry  of Agee's 
l i f e ,  as he apparently  saw i t ,  is  th a t h is  fa th e r died when he was s ix  
years o ld . His own function ing  as a husband and fa th e r  was severely  
lim ited  (L e tte rs , pp. 64, 102, 110, 125. 130, 140, 173, 183, 198) and h is  
a t t i tu d e  toward potency ( f e r t i l i t y  and masculine love) i s  suggested in  the 
passages about u rin a tio n  in  A Death in  the Family and the bed-w etting in  
The Morning Watch. Again, in s tead  of poetry and prose f ic t io n ,  he wrote 
a r t ic le s  fo r  the Luce p u b lica tio n s ; and in s tead  of committing him self to  
God, he was committed to  d rink . I t  seems th a t as a r e s u l t  of h is  f a th e r 's  
death , some p rin c ip le  of v i r i l i t y  and m aturity  remained fo rever beyond h is  
grasp . In  A Death in  the Family, the same i s  tru e  of Ralph—"But I'm  not a 
man. I'm  a baby. . Ralph is  the baby. Ralph i s  the baby" (Death, p . 70).
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Agee not only asso c ia tes  h is  f a th e r ’s death with drink and drink 
with God, but he a lso  makes a d ire c t  connection between death and God.
For Rufus* mother, as we have seen, th e re  was a c o n f lic t between love 
of her husband and love of God; and Rufus f e l t  on the day of the funeral 
th a t he was beginning to  lo se  h is  mother to  God and to  death. Since 
Jay could apparently  accept h is  w ife ’s re lig io u s  commitment, Rufus might 
have learned , in  tim e, to  accept i t  too. But he wasn’t  given time. And 
moreover, he became i t s  v ic tim . As th ings were, he never re a lly  under­
stood about God; and a l l  h is  mother’s attem pts to  explain  only thickened 
the obscurity  (vide the pregnancy passages in  Death, the passage about 
V ic to ria , and e sp ec ia lly  the conversation in  N6 about death and the freedom 
of the w i l l ) .  His l i f e  a t  S t. Andrew’s ,  in  s p ite  of Father Flye and a l l  
the re lig io u s  in s tru c tio n  he received , d id  not re a lly  improve m atters: 
he s t i l l  had no s a tis fa c to ry  answer to  th a t most pressing  of questions— 
’’Who am I?" He had thought th a t he was the beloved son of the F o l le t t -  
Lynch fam ily, in  whom they were w ell p leased . Why then, besides losing  
h is  fa th e r , did he have to  be sen t away from h is  mother and s is te r?  A 
passage from The Morning Watch poignantly i l l u s t r a t e s  h is  fee lings about 
th is :
Jesus, I  my Cross have taken . . . a l l  to  leave and follow 
Thee; d e s t i tu te ,  d e sp is ’d, fo rsaken , were words esp ec ia lly  
dear to  him; Thou from hence my A ll s h a ll  b e . As he sang th a t 
he f e l t :  nobody e lse  wants me; and did h is  b e st to  be lieve  i t ,
even of h is  mother. . . P erish  e v 'ry  fond am bition, he would sing 
magnanimously; (no I  won’ t  become a n a tu r a l is t ;  I ’l l  never explore 
the sources of the Amazon; I ’l l  never even own a monkey, or be 
ju n io r  tenn is  champion); then te a rs  and th e ir  subdual rewarded 
him: Yet how rich  i s  mv condition (never to  l iv e  a t home again ,
never to  be loved or even l ik e d ) . . .  He even schemed to  in ­
te n s ify  h is  always a l l  but an n ih ila tin g  homesickness to  the 
utmost p o ss ib le , asking perm ission of the Master of the Day the 
more o ften , th a t i t  be the more c u rtly  or im patien tly  o r, a t 
b e s t ,  contemptuously refused ; watching h is  mother’s co ttage , 
the one place he was almost never allowed to  go, sometimes by 
the hou r;. . . re lish in g  the fa c t th a t only he knew of the
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m iserableness of th a t  watch; sometimes openly, re lish in g  
the fa c t th a t she knew, and others could see , and th a t even 
though she knew, she would try  to  ignore him and stay  out of 
h is  s ig h t, and th a t when a t  l a s t  she could ignore him no 
longer, she would h u rt him by try in g  to  be s te m  w ith him 
as she to ld  him to  go away, and would sharpen h is  unhappiness 
in to  agony by her idea of a sen s ib le  explanation why th is  
senseless c ru e lty  had to  be law. "Because, dear, mother 
th inks i t ’s b e st fo r you not to  be too near h e r , a l l  the more 
because you miss her so much." "Because your fa th e r—is n ’t  w ith 
u s ."  "Because Mother thinks you need to  be among o ther boys 
Richard. In  charge of men." And w orst of a l l :  " I  know how
hard i t  i s  now but I know th a t when you’re  o lder you’l l  under­
stand why I did i t ,  and thank me fo r  i t . "  Thank h e r! h is  
h ea rt sneered now, in  b i t t e r  paroxysm. And fo r a moment so 
b r ie f  th a t the re a liz a tio n  did not stay  w ith him, he f e l t  
h a tred  and contempt fo r h is  mother, fo r her b e l ie f  in  submis­
siveness and fo r her te l l in g  him, on c e r ta in  in fu r ia tin g  
occasions, th a t i t  is  only through subm itting bravely and 
ch eerfu lly  to unhappiness th a t we can le am  God’s W ill, and 
how most tru ly  to  be good. (pp. 40-42)
For Agee, then, God meant death—the death of h is  fa th e r , the 
death of h is  own s e lf -a ff irm a tio n , the death of the happy mother-son 
re la tio n sh ip . Perhaps i t  is  the p e rs is te n t  id e n tif ic a t io n  of death 
w ith God th a t removes much of the element of fea r from the tragedy:
Jay is  gone, and not a member of the family but su ffe rs  a grievous and 
irrev o cab le  lo s s ; and there  is  no suggestion of re su rrec tio n  or re b ir th .  
N evertheless, the beauty of the novel i s  of so rich  and qu ie t a k ind , 
so f u l l  of d ig n ity , th a t  we are not a fra id  o r h o rr if ie d . Agee seems 
to  have been more than h a lf  in  love w ith easefu l death, but unlike 
K eats, he could not shake o ff i t s  allurem ents and tu m  h is  face to  
l i f e :  he died a t the age of fo r ty - f iv e , ev iden tly  of an uncon tro llab le
ap p e tite  fo r death.
To sum up: the action  of A Death in  the Family i s  a lo s s : the
bonds th a t hold the family together are loosened, the Church f a i l s ,  
drink i s  introduced as an ominous th re a t ,  and death triumphs dec is iv e ly  
over l i f e .
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In  A ll The Way Home, in  s p ite  o f Mr. M osel's g rea t s k i l l  in  inco r­
porating  so many elements of the novel in to  the p lay , the anagogy is  
completely d if fe re n t .  Here, death and b i r th  are presented as in te g ra l 
and complementary p a rts  of a to ta l  l i f e  process. Jay is  not a lto g e th er 
lo s t  to  the fam ily, but is  to some degree in te rn a liz e d  by h is  wife and 
son: Mary takes on the re sp o n s ib ility  fo r Ralph, fo r the e ld e r F o l le t ts ,  
and fo r the education of Rufus; Rufus attem pts to  a ss e r t him self toward^ 
the boys in  the s t r e e t .  Mary in  p a r t ic u la r  changes her a t t i tu d e  toward 
b i r th :  the l a s t  scene is  her te l l in g  Rufus about the ch ild  th a t  i s  yet
to  be bom , in  the way th a t Jay would have to ld  him (P19). There is  a 
strong im plication  th a t Jay liv e s  on in  Mary, in  Rufus, and in  the unborn 
ch ild ; and in  general th a t the constructive  elements in  dead men's char­
ac te rs  do survive them, by a process of absorption in to  the characters 
of the bereaved fam ily.
Of these two anagogies, is  one b e tte r?  Although perhaps any ' 
anagogy can be g rea t in  the hands of a g rea t a r t i s t ,  ye t some anagogies 
do seem a t f i r s t  b lush le ss  t r i t e  and more challenging than o thers .
Surely the idea th a t lo ss  i s  ir re p a ra b le  s tr ik e s  deeper chords in  us than 
the idea th a t death is  a p a rt of a beneficen t cycle . The playw right may 
have a lte re d  the anagogy fo r a number o f reasons: because the a l te ra t io n
might be more p leasing  to the p u b lic , o r because of the tech n ica l d i f f i ­
cu lty  of rendering the massive funera l scenes. But we cannot but re g re t 
the loss of a g rea t closing scene: Rufus standing alone before h is
fa th e r 's  grave, saying, "Why does Uncle Andrew h a te  Mama?"
CHAPTER IV
THE GREAT GATSBY
At the time A ll The Way Home was produced, dram atization of novels 
had become enormously popular. A ll through the fo r t ie s  and f i f t i e s ,  the 
Ten Best Plays l i s t  was l ik e ly  to include a t le a s t  one adap ta tion . Not un­
commonly, an adap ta tion  received the y e a r 's  h ighest awards. The trend  had 
sh if te d  in  t\JO decades from try in g  to  fin d  s to r ie s  th a t would make success­
fu l plays to  try ing  to  dram atize novels of superio r q u a lity . The c r i t i c a l  
estim ation  of Agee's work had r is e n  s te a d ily  since h is  death in  1954, and 
by 1961 the time was ev iden tly  rip e  fo r a dram atization .
But in  1926, when American drama was ju s t  beginning to come in to  
i t s  oim and Broadway s t i l l  flo u rished  on vast numbers of in c red ib ly  trashy  
p lay s, no adap ta tion  of a novel had ever received a p r iz e , or even been 
included in  the Ten Best P lays, although many had had considerable commer­
c ia l  success. The Great Gatsby (p h o to s ta tic  copy of unpublished ty p esc rip t)  
is  one of the e a r l ie s t  attem pts to  dramatize a f i r s t - c l a s s  novel. I t  is  
tru e  th a t the s ta tu s  of F itz g e ra ld 's  novel was then ra th e r  ambiguous: 
F itzg era ld  was a f a n ta s t ic a l ly  popular young w rite r  held in  generally  low 
estim ation  by the c r i t i c s ;  The Great Gatsby (see B ibliography) had had more 
c r i t i c a l  acclaim  than anything h e 'd  w ritte n  b e fo re , but on the o ther hapd 
was much le ss  widely read; y e t i t  was about the wicked Jazz Age, a theme 
of compelling fa sc in a tio n  fo r the bourgeoisie  of the time. A ll in  a l l ,  we
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may doubt whether (hfen Davis supposed th a t he was dram atizing a c la s s ic :  
from the r e s u l t ,  and in  the context of h is  other work, we have the impres­
sion th a t he was simply try ing  to  w rite  a successfu l p lay .
The Novel
(Passages from the novel th a t have been in te rp o la ted  in to  the 
play are underlined .)
Chapter I
N1 a Nick Carraway, the n a r ra to r , p resen ts  h is  c re d e n tia ls :
In  my younger and more vulnerable  years my fa th e r  gave me some 
advice th a t I 'v e  been turning over in  my mind ever s in ce .
"Whenever you fe e l  l ik e  c r i t ic iz in g  anyone," he to ld  me,
" ju s t  remember th a t a l l  the people in  th is  world h av en 't had 
the advantages th a t you've had."
Nick describes him self as the s o r t  of person people t e l l  th ings to , o ften  
more th ings than he wants to h ear. However, "Reserving judgments is  a 
m atter of in f in i te  hope. I  am s t i l l  a l i t t l e  a fra id  of m issing something 
i f  I  fo rg e t th a t ,  as my fa th e r snobbishly suggested, and I  snobbishly re ­
p e a t, a sense of the fundamental decencies is  p a rce lled  out unequally a t 
b i r th ."
However, the s to ry  he is  about to  r e la te  has s tre tch ed  h is  to le r ­
ance to  the breaking p o in t: "When I  came back from the East l a s t  autumn,
I  f e l t  th a t I  wanted the world to be in  uniform and a t  a s o r t  of moral 
a tte n tio n  fo rev er. . . Only Gatsby. . . was exempt from my re a c tio n — 
Gatsby, who represented  everything fo r which I  have an unaffected scorn.
. . . there  was something gorgeous about him, some heightened s e n s i t iv i ty  
to  the promises of l i f e .  . . an ex traord inary  g i f t  fo r hope, ( I I  6) a 
romantic read iness . . . Gatsby turned out a l l  r ig h t a t  the end; i t  i s  what 
preyed on Gatsby, what foul dust flo a ted  in  the wake of h is  dreams th a t
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tem porarily closed out my in te re s t  in  the abortive  sorrows and sh o rt- 
winded e la tio n s  of men." 
b Nick describes how, r e s t le s s  a f te r  serving in  the Great War, he
came East to  le a rn  the bond business and s e t t le d  him self in  a summer co t­
tage in  the Long Island  v illa g e  of West Egg, next to  a "co lossal mansion" 
inhab ited  by Gatsby, as yet a s tran g er to  him. Across the bay, in  the 
more fashionable East Egg, liv e  h is  cousin Daisy and her "enormously 
wealthy" husband, Tom Buchanan. " . . . the h is to ry  of the summer re a lly  
begins on the evening I drove over there  to  have d inner. . ."  Tom is  on 
the porch, and Nick describes him: "stu rdy . . . hard mouth and a super--
c ilio u s  manner. Two shining arrogant eyes. . . the enormous power of 
th a t body. . . a cruel body." Yet " I always had the impression th a t he 
approved of me and wanted me to  lik e  him w ith some harsh , d e fian t w is t­
fu lness of h is  own." The two men go indoors to  jo in  Daisy and Jordan 
Baker, whom Nick has not met befo re . The ensuing scene conveys N ick's 
sense of the charm of these  upper-crust women, p a r tic u la r ly  of Daisy. 
T-Jhile they are  a t  dinner Tom is  ca lled  to the telephone, and Daisy soon 
follows him. Jordan t e l l s  Nick th a t "Tom's got some woman in  New York." 
(I 7) L ater Daisy t e l l s  Nick how m iserable and b i t t e r  she has become; 
but "The in s ta n t her voice broke o f f ,  ceasing to  compel my a tte n tio n , my 
b e l ie f ,  I  f e l t  the b asic  in s in c e r ity  of what she had sa id ."  
c A fter some general conversation, Nick leaves. "Their in te re s t
ra th e r  touched roe and made them seem le ss  remotely r ic h —nevertheless,
I  was confused and a l i t t l e  disgusted  as I drove away. I t  seemed to  me 
th a t the th ing  fo r  Daisy to  do was to  rush out of the house, ch ild  in  
arms—but apparently  there were no such in ten tio n s  in  her head." When 
he gets  home he sees a man, presumably Gatsby, standing on the lawn of
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the neighboring mansion. " I  decided to  c a l l  to  him. Miss Baker had men­
tioned him a t d inner, and th a t would do fo r an in tro d u c tio n . But I  d id n 't  
c a l l  to  him, fo r he gave a sudden in tim ation  th a t he was content to  be 
alone—he s tre tch ed  out h is  arms toward the dark w ater in  a curious way, 
and, as fa r  as I  was from him, I could have sworn he was trem bling. In­
v o lu n ta rily  I  glanced seaward—and d istingu ished  nothing except a s ing le  
green l ig h t ,  minute and fa r  away, th a t might have been the end of a dock. 
Vihen I  looked once more fo r Gatsby he had vanished, and I was alone again 
in  the unquiet darkness."
Chapter I I
N2 Nick describes the ashy waste land by the drawbridge h a lf  way be­
tween West Egg and New York " . . .  above the gray land. . . you perceive, 
a f te r  a moment, the eyes of Doctor T. J .  Eckleburg. . . Evidently some 
w ild wag of an o c u lis t  s e t  them th e re  to  fa tte n  h is  p ra c tic e  in  the borough 
of Queens, and then sank down him self in to  e te rn a l b lin d n ess, or forgot 
them and moved away. But h is  eyes. . . brood over the solemn dumping 
ground." I t  i s  here th a t Tom's m is tre ss . Myrtle Wilson, liv e s  w ith her 
husband. One afternoon as Tom and Nick are going up to  New York on the 
t r a in ,  Tom says he wants Nick to meet h is  g i r l .  They stop a t  W ilson's 
shop (he is  a car d e a le r) . Tom g ree ts  him jo v ia l ly ,  and s u rre p titio u s ly  
arranges fo r M yrtle to  come w ith them to  the apartment in  New York th a t 
Tom keeps fo r h e r. " I t  does her good to  get away," says Tom to  Nick
when they are alone. "Doesn't her husband object?" asks Nick. "Wilson?
He thinks she goes to  see her s i s t e r  in  New York. He's so dumb he doesn 't
know h e 's  a liv e ."  The th ree  go in to  New York, and there  is  a drunken
party  w ith M yrtle 's  friends a t  her apartm ent.
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Chapter I I I
N3 a Nick goes to h is  f i r s t  Gatsby party . He has been in v ite d , but
most of the o ther guests have no t. Another seedy orgy, except th a t th is  
one is  very expensive. I t  i s  not u n t i l  h a lf  way through the evening 
th a t Nick meets h is  h o s t, although he hears much gossip about him: "Some­
body to ld  me they thought he k i l le d  a man once;" and even then he d o esn 't 
know a t f i r s t  who he i s .  Gatsby, in  c o n tra s t to  h is  g u ests , i s  p o li te  
and p leasan t. Jordan Baker i s  th e re , and in  the course of the evening a 
servant comes to  say Gatsby wants to speak to h e r. Returning a f te r  about 
an hour, she says: " I t  was. . . simply amazing. . . But I  swore I  w ouldn't
t e l l  i t  and here I  am ta n ta liz in g  you." She asks Nick to  come and see h e r, 
and leaves. The party  continues to  i t s  n o is ily  drunken end. 
b Nick e s ta b lish e s  h is  detachment from the events W  has described:
" . . .  they were merely casual events in  a crowded summer, and, u n t i l  much 
l a t e r ,  they absorbed me in f in i te ly  le ss  than my personal a f f a i r s ."  He be­
gins to  see a good deal of Jordan: "I w asn 't a c tu a lly  in  love , but I  f e l t
a s o r t  of tender c u r io s i ty ."  But he recognizes th a t "She was incurably  
d ishonest. . . I t  made no d iffe ren ce  to  me. Dishonesty in  a woman is  a 
th ing you never blame deeply ." At a house p a rty , they have "a curious 
conversation about d riv ing  a c a r ;"  She is  "a ro tte n  d r iv e r ,"  and d o esn 't 
care . "Suppose you met somebody ju s t  as ca re less  as y o u rse lf ,"  Nick 
suggests. " I  hope I never w i l l ,"  she answers. "I ha te  ca re le ss  people. 
T h a t's  why I  l ik e  you." Nick ends the chapter: "Every one suspects him­
s e l f  of a t  le a s t  one of the ca rd in a l v ir tu e s , and th is  is  mine: I am one
of the few honest people th a t I have ever known."
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Chapter IV
N4 a More about the Gatsby p a r t ie s .  A catalogue of the g u ests , of
which the following is  a sample; " . . .  the Hornbeams and the W illie  
V o lta ire s , and a whole c lan  named Blackbuck, who always gathered in  a 
corner and flip p ed  up th e i r  noses l ik e  goats a t  whosoever came near.
And the Ismays and the C hrysties (or ra th e r  Hubert Auerbach and Mr. 
C h ry s tie 's  w ife ), and Edgar Beaver, whose h a i r ,  they say, turned co tton - 
white one w in ter afternoon fo r no good reason a t  a l l . "  
b Gatsby drives Nick in to  New York fo r lunch. Gatsby gives an
obviously f i c t i t i o u s  account of h im se lf, but produces some au th en tic  
war medals and a snapshot of h im self a t  Oxford. He wishes to  make a 
request of Nick, which Jordan w il l  explain  to him a t tea  th a t a fternoon, 
c Lunch. Nick is  introduced to  Meyer Wolfsheim, who t e l l s  how h is
old and dear friend  Rosy Rosenthal was f a ta l ly  shot " th ree  times in  h is
f u l l  b e lly "  in  the old M étropole. Gatsby excuses h im self to  make one of 
h is  m ysterious telephone c a l l s .  In  h is  absence, Wolfsheim p ra ise s  him 
warmly: " th e re 's  the kind of man you 'd  l ik e  to  take home and in troduce
to  your mother and s i s t e r ."  (I 1) A fter Wolfsheim leav es , Gatsby iden­
t i f i e s  him as "a gambler. He's the man who fixed  the World's Series 
back in  1919." Nick is  shocked: " I t  never occurred to  me th a t one man
could s t a r t  to  play w ith the f a i th  of f i f t y  m illio n  people."
d Tea w ith Jordan. Jo rd an 's  f i r s t-p e r s o n  n a rra tiv e . She t e l l s  of
Daisy and G atsby 's early  love a f f a i r  while Gatsby was s ta tio n ed  a t  Camp 
Taylor near L o u isv ille . But a f te r  Gatsby goes overseas, Daisy m arries 
Tom Buchanan; Jordan is  a bridesm aid. On the day before the wedding, she 
finds Daisy in  her room, drunk, c ry ing , and saying sh e 's  "change' her 
mind." But "Next day a t  f iv e  o 'c lo ck  she m arried Tom Buchanan w ithout
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so much as a sh iv e r , and s ta r te d  o ff  on a th ree  months' t r i p  to  the  
South Seas. I saw them in  Santa Barbara when they came back, and I  
thought I 'd  never seen a g i r l  so mad about her husband. . . That was 
in  August." A week a f te r  Jordan leaves Santa Barbara, Tom is  in  an 
automobile acciden t w ith h is  m is tre ss—"one of the chambermaids in  the 
Santa Barbara H o te l."  Tom has had m istresses ever s in ce . Jordan 
d o esn 't know i f  Daisy has had lovers or n o t, but suspects th a t  she may. 
Six weeks ago, Daisy "heard the  name Gatsby fo r the f i r s t  time in  y e a rs ."  
e Nick and Jordan d rive  through C entral Park in  a v ic to r ia .  Jordan
te l l s  Nick th a t Gatsby bought h is  house in  West Egg "so th a t Daisy would 
be ju s t  across the bay ." "He wants to know i f  y o u 'l l  in v ite  Daisy to  
your house some afternoon and then l e t  him come over. . . She's not to  
know about i t .  Gatsby d o esn 't want her to  know. You're ju s t  supposed 
to  in v ite  her to te a ."  I t  seems to  Nick a t r i f l i n g  req u est. He begins 
to  make love to  Jordan.
Chapter V
N5 a Daisy and Gatsby come to  tea  a t N ick 's co ttag e . Gatsby takes
them to  see h is  house, and Daisy c rie s  as Gatsby d isp lays a g rea t p i le
of h is  s h i r t s .  '"T h ey 're  such b e a u tifu l s h i r t s , '  she sobbed, her voice 
muffled in  the th ick  fo ld . ' I t  makes me sad because I 'v e  never seen 
such—such b e a u tifu l s h i r t s  b e fo re . '"  
b Gatsby and Daisy renew th e ir  love a f f a i r  as K lipsp ringer p lays
jazz  tunes on the piano. Nick leaves them there  to g e th er.
Chapter VI
N5 a Nick n a rra te s  G atsby 's p a s t. He began as Jay Gatz on the shores
of Lake Superior "as a clam -digger and a salm on-fisher or in  any o ther
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capacity  th a t brought him food and bed." He "knew women e a r ly ,"  but 
cared nothing fo r  them. Already he was consumed by an undefined v is io n ; 
" . . .  h is  h e a r t was in  a co n stan t, tu rb u len t r i o t .  The most grotesque 
and f a n ta s t ic  conceits  haunted him in  h is  bed a t  n ig h t. A universe of 
in e ffa b le  gaudiness spun i t s e l f  out in  h is  b ra in  w hile the clock ticked  
on the wash-stand and the moon soaked w ith wet l ig h t  h is  tangled clo thes 
upon the f lo o r . . . he was s t i l l  searching fo r  something to  do on the 
day th a t Dan Cody's yacht dropped anchor in  the shallows alongshore." 
Cody, sev en ty -fiv e  years o ld , was a p rospector and a drunkard. He em­
ployed Gatsby " in  a vague personal capacity—w hile he remained with 
Cody he was in  tu rn  stew ard, mate, sk ipper, s ec re ta ry , and even j a i l o r ,  
fo r Dan Cody sober knew what lav ish  doings Dan Cody drunk might soon be 
about, and he provided fo r such contingencies by reposing more and more 
t r u s t  in  G atsby." A fte r f iv e  years Cody d ied , leaving Gatsby w ith "his 
s in g u la rly  appropria te  education; the vague contour of Jay Gatsby had 
f i l l e d  out to  the s u b s ta n tia l i ty  of a man." Nick a t  th is  po in t in  the 
n a rra tiv e  has not seen Gatsby fo r  sev era l weeks. He drops by a t G atsby's 
one Sunday afternoon , when "by chance somebody brought Tom Buchanan in  
fo r a d rin k ."  Tom is  h o s t i le :  " I  wonder where in  the d ev il he met 
■ Daisy. By God, I  may be old-fashioned in  my id eas , bu t women run around 
too much these  days to  s u i t  me. They meet a l l  kinds of crazy f is h ."
Tom's fr ien d  Mrs. Sloane in v ite s  Gatsby to  dinner th a t n ig h t, but as he 
goes to  ge t h is  overcoat they a l l  mount th e ir  horses and leave w ithout 
him.
N6 b The second Gatsby p a rty , to  which Daisy and Tom come. Tom's
h o s t i l i ty  grows : "'î'Jho is  th is  Gatsby anyhow?" demanded Tom suddenly,
"some big  b oo tlegger? ' ' Where'd you hear th a t? ' I  inqu ired . ' I  d id n 't  
hear i t ,  I  imagined i t .  A lo t  of these newly r ic h  people a re  ju s t  big
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boo tleggers, you know.'" Daisy, "except fo r the h a lf-hou r sh e 'd  been alone 
w ith Gatsby," i s  not having a good tim e. She i s  "appalled by West Egg, 
th is  unprecedented 'p la c e ' th a t Broadway had begotten upon a Long Island  
fish in g  v il la g e . . . ."  Nick stays a f te r  the o ther guests have gone, and 
i s  made aware of G atsby's in te n tio n s : "He wanted nothing le ss  of Daisy
than th a t she should go to  Tom and say: ' I  never loved y o u .' A fter she
had o b lite ra te d  four years w ith th a t sentence they could decide upon the 
more p ra c t ic a l  measures to  be taken. One of them was th a t ,  a f te r  she 
was f re e , they were to  go back to  L o u isv ille  and be m arried from her 
house—ju s t  as i t  were fiv e  years ago. 'And she d o esn 't understand ,' 
he sa id . 'She used to  be able to  understand. We'd s i t  fo r hours— '
. . .  ' I  w ouldn 't ask too much of h e r , '  I  ventured. 'You c a n 't  repeat 
the p a s t . '  'C a n 't rep eat the p a s t? ' he c ried  incredu lously . 'Why of 
course you c a n l '"  Gatsby ta lk s  about the p a s t—an autumn n igh t when he 
was walking w ith Daisy in  L o u isv ille : " . . .  they came to  a p lace where
there  were no tre e s  and the sidewalk was w hite w ith moonlight. They 
stopped here and turned toward each o th er. . . The qu ie t l ig h ts  of the 
house were humming out in to  the darkness and there  was a s t i r  and b u s tle  
among the s ta r s  (P 3 ). Out of the com er of h is  eye Gatsby saw th a t the 
blocks of the sidewalks re a lly  formed a ladder and mounted to  a sec re t 
place above the tre e s —he could climb to  i t ,  i f  he climbed a lo n e , (P 3)
. . . His h e a rt beat fa s te r  and fa s te r  as D aisy 's w hite face came up to 
h is  own. (P 3) He knew th a t when he k issed  th is  g i r l ,  and forever wed 
h is  u n u tte rab le  v is ions to  her p e rishab le  b rea th , h is  mind would never 
romp again lik e  the mind of God. So he w aited, l is te n in g  fo r a moment 
longer to  the tun ing-fork  th a t had been s tru ck  upon a s t a r . (P 3) Then 
he k issed  h e r. At h is  l i p s ' touch she blossomed fo r him lik e  a flower (P 3)
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and the in carn atio n  was complete."
Chapter VII
N7 a Nick discovers th a t Gatsby has l e t  a l l  h is  servan ts go because
"I wanted somebody who w ouldn't gossip . Daisy comes over q u ite  o ften— 
in  the a fte rnoons."  He has replaced them w ith proteges of W olfsheim 's.
"So the whole caravansary had fa lle n  in  l ik e  a card house a t the disap­
proval in  her eyes,"  comments Nick. Daisy in v ite s  Nick and Gatsby to 
lunch w ith Jordan. I t  i s  a b ro il in g  hot day. There is  a ten se , almost 
h y s te r ic a l  scene in  which Tom discovers by the  way Daisy speaks to  Gatsby 
th a t she loves him. R es tle ss ly  Daisy suggests th a t they a l l  go in to  
town. Tom proposes th a t he s h a ll  d rive  Daisy in  G atsby's ca r , while 
Gatsby takes h is ;  bu t Daisy goes w ith Gatsby, and Tom drives Jordan and 
Nick in  G atsby's ca r . They stop a t  W ilson's to  get gas. Wilson i s  i l l :  
"He had discovered th a t M yrtle had some s o r t  of l i f e  ap art from him in  
another w orld, and the shock had made him physica lly  s ic k . . . Tom. . . 
had made a p a ra l le l  discovery le ss  than an hour before—and i t  occurred 
to  me th a t there  was no d iffe ren ce  between men. . . so profound as the 
d iffe ren ce  between the s ic k  and the w e ll. Wilson was so s ick  th a t he 
looked g u il ty , unforgivably g u ilty —as i f  he ju s t  got some poor g i r l  
w ith c h ild ."  Wilson wants to  make a deal w ith Tom about a car: he wants
money so th a t he can take M yrtle away, 
b The pressure  is  on Tom: "There is  no confusion l ik e  the confusion
of a simple mind, and as we drove away Tom was fee lin g  the ho t whips of
panic. His wife and h is  m is tre ss , u n t i l  an hour ago secure and in v io la te ,
were s lip p in g  p re c ip ita te ly  from h is  co n tro l."  They a l l  check in to  a 
s u i te  in  the P laza, and a f te r  some badinage the b a t t le  between Tom and
-93-
Gatsby beg ins. Eventually i t  ends in  G atsby 's u t te r  ro u t: " I glanced
a t Daisy, who was standing te r r i f i e d  between Gatsby and her husband. . . 
Then I  turned back to  G atsby~and was s ta r t le d  a t  h is  expression. He 
looked—and th is  is  sa id  in  a l l  contempt fo r  the babbled slander of h is  
garden—as i f  he had k i l le d  a man. For a moment the s e t  of h is  face 
could be described in  ju s t  th a t fa n ta s t ic  way. . . ' P lease , Tom! I  c a n 't  
stand th is  any m ore.' Her frigh tened  eyes to ld  th a t  whatever in te n tio n s , 
whatever courage she had had, were d e f in ite ly  gone. 'You two s t a r t  on 
home, D a isy ,' sa id  Tom. 'I n  Mr. G atsby 's c a r . '  She looked a t  Tom, 
alarmed now, but he in s is te d  w ith magnanimous scorn. 'Go on. He w on't 
annoy you. I  th ink  he re a liz e s  th a t h is  presumptuous l i t t l e  f l i r t a t i o n  
is  o v e r . ' They were gone, w ithout a word, snapped ou t, made acc id en ta l, 
is o la te d , l ik e  g hosts, even from our p i ty ."  As Tom, Nick and Jordan be­
gin the d rive  back to  the country (Tom and Gatsby are now each driv ing
h is  own c a r ) ,  Nick remembers th a t i t  i s  h is  th i r t i e t h  b irth d ay . Again
he makes love to  Jordan as "we drove on toward death through the cooling 
tw ilig h t."
N7 c The n a rra tiv e  continues as N ick 's account of the testimony of
"the young Greek, M ichaelis, who ran the coffee  jo in t  beside the ashheaps" 
and who was the p r in c ip a l w itness a t  the in q u est. S tro llin g  over to  
W ilson's garage on the afternoon of the acc id en t, he found Wilson s ick  
and shaking w ith jea lo u sy , determined to  take h is  w ife away, suspicious 
of every man who might have had any con tact w ith h e r. L ater M ichaelis 
hears the  Wilsons q u a rre lin g ; Myrtle runs out in to  the road, waving and 
shouting a t a passing ca r . The car runs over her and k i l l s  h e r, and 
drives on w ithout stopping , 
d Tom and h is  passengers come upon the scene of the acciden t.
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Wilson, in  deep shock, i s  nevertheless  aware th a t  the car th a t  ran over 
M yrtle i s  the same one Tom was d riv ing  e a r l ie r  in  the afternoon—G atsby 's . 
Tom makes Wilson understand th a t  i t  i s  not h is  car and th a t he was not 
driv ing  i t  a t  the time of the  acc iden t. He arranges fo r  someone to  s tay  
w ith Wilson, and he and Nick and Jordan drive on toward home. "In  a 
l i t t l e  w hile I  heard a low husky sob, and saw th a t the te a rs  were over­
flowing down h is  face. 'That God damned coward!' he whimpered. 'He 
d id n 't  even stop h is  c a r . '"
N7 e The group a r r iv e  a t the  Buchanans' house, and see th a t Daisy is
home. Tom says he w il l  order a ta x i to  take Nick home, and suggests th a t 
he and Jordan go to  the  k itchen  and g e t some supper. Jordan urges him 
to  come in ,  but " I 'd  be damned i f  I 'd  go in ; I 'd  had enough of a l l  of them 
fo r one day, and suddenly th a t  included Jordan to o ."  As he w aits ou tside  
fo r  h is  ta x i ,  Gatsby steps out from the bushes. He t e l l s  Nick th a t Daisy 
was d riv in g , "but of course I ' l l  say I was." He in tends to  s tay  on the _ 
spot u n t i l  he is  su re  th a t Daisy is  a l l  r ig h t .  Nick goes back to  the 
house to  see w hat's  happening: "Daisy and Tom were s i t t in g  opposite  each
o ther a t  the k itchen  ta b le , w ith a p la te  of cold f r ie d  chicken between 
them, and two b o tt le s  of a le . He was ta lk ing  in te n tly  across the tab le  
a t  h e r , and in  h is  earnestness h is  hand had fa l le n  upon and covered her 
own. Once in  a w hile she looked up a t  him and nodded agreement. They 
w eren 't happy, and n e ith e r  of them had touched the chicken o r the a le — 
and y e t they w eren 't unhappy e i th e r .  There was an unmistakable a i r  of 
n a tu ra l intimacy about the p ic tu re , and anybody would have sa id  th a t  they 
were conspiring to g e th e r."  Nick t r i e s  to  get Gatsby to come home, but 
he re fu ses . So Nick leaves him "standing there  in  the moonlight—watching 
over no th ing ."
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Chapter V III
N8 a Nick cannot s leep . Toward dawn Gatsby comes home, and Nick goes
over to  h is  house. He warns him th a t he had b e t te r  leave town, since h is  
car w il l  be traced . But Gatsby w il l  not leave u n t i l  he knows what Daisy 
is  going to  do. "He was c lu tch ing  a t  some l a s t  hope and I  co u ld n 't bear 
to  shake him f r e e ."  Gatsby t e l l s  Nick about how he f e l l  in  love w ith 
Daisy, and of th e i r  month in  L o u isv ille  toge ther before he went overseas. 
(G atsby's n a rra tiv e  is  not d ire c tly  quoted, bu t is  given to  the reader in  
N ick 's w ords.) Her house was "as casual a th ing  to  h e r as h is  te n t out 
a t  camp was to  him." (P3). There was "a h in t  of bedrooms u p s ta irs  more 
b e a u tifu l and cool than o ther bedrooms" (P3).
N8 b Gatsby continues. Daisy was in  love w ith him too, he says. He
describes th e ir  l a s t  afternoon toge ther before  he went abroad, 
c Gatsby continues. A fter h is  departu re , Daisy gradually  y ielded
to  the p ressu re  to  have her fu tu re  l i f e  decided. Ï-Jhen Tom Buchanan came 
to  L o u isv ille  and wanted to  marry h e r, she consented. Her l e t t e r  reached 
Gatsby w hile he was s t i l l ,o v e r s e a s ,  
d The sun has come up. Gatsby concludes h is  s to ry . "I d o n 't th ink
she ever loved him," he says; and l a t e r ,  "In  any case, i t  was ju s t  per­
so n a l."  Nick the n a rra to r  comments, "I'Jhat could you make of th a t ,  except 
to  suspect some in te n s i ty  in  h is  conception of the a f f a i r  th a t co u ld n 't 
be measured?" Gatsby describes h is  "m iserable but i r r e s i s t i b l e  journey 
to  L o u isv ille  on the l a s t  of h is  army pay" w hile Tom and Daisy were s t i l l  
on th e i r  wedding t r ip .  Nick and Gatsby have b reak fas t. Nick prepares to 
go to  work, and Gatsby says he in tends to  swim in  h is  pool th a t day. He 
is  w aiting  fo r Daisy to  c a l l .  As Nick leav es , " 'T h ey 're  a ro tte n  crowd,'
I  shouted across the lawn. 'Y ou're worth the whole damn bunch put together. I I I
-96“
e In  the c i ty ,  Jordan c a lls  Nick a t  work, and wants to  see him.
He d o esn 't re fu se , hu t the conversation becomes gradually  colder.
F in a lly , "I d o n 't know which of us hung up w ith a sharp c l ic k , but 
I  know I d id n 't  care . I  co u ld n 't have ta lked  to  her across a te a -  
tab le  th a t day i f  I  never ta lked  to h e r again in  th is  w orld ." He t r i e s  
repeatedly  to  c a l l  Gatsby, but the l in e  i s  "being kept open fo r long 
d istance from D e tro it ."  Nick decides to  take an early  t r a in  home.
N8 f  The n a rra tiv e  re tu rns to  M ichaelis ' testim ony. (This too is
in  N ick 's words.) He has s a t  up w ith Wilson through the n igh t of the 
acciden t. Wilson i s  convinced th a t the d riv e r of the car th a t k i l le d  
M yrtle was her lo v e r, and th a t he d e lib e ra te ly  murdered h er. "Who 
did?" asks M ichaelis. " I have a way of finding o u t,"  Wilson answers, 
g Continuation of M ichaelis ' testim ony. On the morning a f te r  the
acc iden t, he goes home to sleep  fo r a few hours; when he goes back to  
the garage, Wilson i s  gone. I t  appears th a t he wandered about on foot 
a l l  through the day. "By h a lf -p a s t two he was in  West Egg, where he 
asked some one the way to  G atsby's house. So by th a t time he knew G atsby's
name."
h Testimony of G atsby's serv an ts . At two o 'c lock  Gatsby went swim­
ming, in s tru c tin g  h is  b u tle r  to  w ait fo r D aisy 's telephone message.
None a rriv ed . N arrative re tu rn s  to  Nick. Nick, anxious, h u rries  to  
G atsby's house from the t r a in .  He and the servan ts go down to  the swim­
ming pool and discover Gatsby f lo a tin g  in  the w ater, shot dead. Nearby 
is  W ilson's dead body, "and the holocaust was com plete."
Chapter IX
N9 a Nick describes the inquest and the v e rd ic t: "So Wilson was
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reduced to  a man 'deranged by g r ie f ' in  order th a t the case might remain 
in  i t s  sim plest form. And i t  rested  th e re . But a l l  th is  p a r t of i t  
seemed remote and u n essen tia l. I  found myself on G atsby's s id e , and 
alone." There i s  no one who seems concerned w ith G atsby's death , no 
word from Daisy, no response from Wolfsheim when he t r i e s  to  get in  
touch w ith him.
b G atsby's fa th e r  a rr iv e s  from Minnesota. K lipsp ringer, G atsby's
perpetual guest, telephones—to  inqu ire  not about the fu n e ra l, but about 
a p a ir  of shoes he l e f t  th e re . Nick hangs up on him.
On the day of the fu n era l, Nick goes to New York to see Wolfsheim 
and urge him to  come to  the fu n era l. Wolfsheim speaks of h is  c lose asso­
c ia tio n  w ith Gatsby, and Nick wonders " i f  th is  p a rtnersh ip  had included 
the World's Series tran sac tio n  in  1919." But he w il l  not come to  the 
fu nera l. " I c a n 't  do i t —I c a n 't  get mixed up in  i t ,"  he says. ( I l l  4) 
Nick re tu rns to  West Egg and goes to see how G atsby's fa th e r i s .  "His 
p ride in  h is  son and in  h is  so n 's  possessions was con tinually  increasing  
and now he had something to  show me." He d isp lays a photograph of G atsby's 
mansion, and then "a ragged old copy of a book ca lled  Hopalong Cassidy."
On the f ly le a f  was w ritte n  a da ily  schedule Gatsby had s e t  fo r  him self 
as a boy. " I t  ju s t  shows you," says the fa th e r ; "Jimmy was bound to  get 
ahead."
N9 c The fu n era l. Nick and G atsby's fa th e r  are the only mourners except
fo r one man Nick had encountered a t  the f i r s t  Gatsby pa rty , 
d Nick reminices about coming back West from school a t Christmas
time. He decides to  go back home, fo r good. Before he leaves, he goes 
to  t e l l  Jordan th a t he is  leaving the E ast. Jordan, w ithout rancor, ac­
cuses him of throwing her over, and reminds him of th e ir  conversation
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about driv ing  a car. '"W ell, I  met another bad d r iv e r , d id n 't  I? I 
mean i t  was care less  of me to  make such a wrong guess. I  thought you 
were ra th e r  an honest, s tra ig h tfo rw ard  person. I thought i t  was your 
se c re t p r id e . ' 'I 'm  t h i r t y , ' I s a id . 'I 'm  fiv e  years too old to l i e  
to  m yself and c a l l  i t  h o n o r.' She d id n 't  answer. Angry, and h a lf  in  
love w ith h e r, and tremendously so rry , I  turned away."
N9 e Nick runs in to  Tom in  the s t r e e t .  At f i r s t  he refuses to  shake
hands w ith  him. " 'Y o u 're  crazy, N ick ,' he (Tom) sa id  quick ly . 'Crazy 
as h e l l .  I d o n 't know w hat's  the m atte r w ith y o u .' 'Tom,' I  inqu ired , 
'what did you say to  Wilson th a t a fternoon? ' He s ta red  a t  me w ithout a 
word, and I knew I had guessed r ig h t  about those m issing hours. I  
s ta r te d  to  turn  away, b u t he took a step  a f te r  me and grabbed my arm.
' I  to ld  him the t r u t h , '  he sa id . ' .  . .H e  was crazy enough to  k i l l  me 
i f  I  h a d n 't to ld  him who owned th a t c a r . His hand was on a revo lver in  
h is  pocket every minute he was in  the house— ' He broke o ff d e f ia n tly . 
'What i f  I did t e l l  him? That fellow  had i t  coming to  him. He threw 
dust in to  your eyes ju s t  l ik e  he did in  D a isy 's , but he was a tough one. 
He ran over M yrtle l ik e  you 'd  run over a dog and never even stopped h is  
c a r . '  There was nothing I  could say , except the one u n u tte rab le  fa c t 
th a t i t  w asn 't t ru e ."  Nick decides i t  would be c h ild ish  not to  shake 
hands : " I co u ld n 't fo rg ive  him or l ik e  him, bu t I  saw th a t what he had
done was, to him, e n tire ly  ju s t i f i e d .  I t  was a l l  very care le ss  and con­
fused. They were ca re le ss  people, Tom and Daisy—they smashed up things 
and c rea tu res and then re tre a te d  back in to  th e ir  money or th e i r  v a st 
care le ssn ess , or whatever i t  was th a t kept them to g e th e r, and l e t  o ther 
people clean  up the mess they had made. . ."  ( I l l  6 ). 
f  The n igh t before h is  departu re , Nick v i s i t s  G atsby 's mansion once
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more and looks out over the Sound. He imagines what the land must have 
looked lik e  to  the Dutch s a i lo r s  who f i r s t  discovered i t ,  and asso c ia tes  
th e ir  wonder w ith G atsby 's as he looked a t the green l ig h t  a t  the  end 
of D aisy 's dock. "Gatsby believed  in  the green l ig h t ,  the  o rg ia s t ic  fu­
tu re  th a t  year by year recedes before us. I t  eluded us then, bu t t h a t 's  
no m atter—tomorrow we w i l l  run f a s te r ,  s tre tc h  out our arms fa r th e r .  . . 
And one fin e  morning—So we beat on, boats ag a in s t the cu rre n t, borne back 
cease lessly  in to  the p a s t ."
The Play 
Prologue
PI Scene; The Fay 's porch in  L o u isv ille , Kentucky in  September 1917.
Dialogue beüfeen Mrs. Fay and the maid. Mrs. Fay is  annoyed and anxious 
because she discovers from the maid th a t  Daisy i s  out w ith  Gatsby and has 
l ie d  about i t ;  the maid s tic k s  up fo r both Daisy and Gatsby: Gatsby has
"got a uniform a i n 't  heI He's go in ' to  f ig h t the Germans, a i n 't  he?"— 
and he and Daisy are  in  love.
P2 Enter Dr. Carson, a fr ien d  of the fam ily who has been asked by Mrs. Fay 
to  in v e s tig a te  Gatsby. He has discovered nothing to  G atsby 's d is c re d it ,  
except th a t he has changed h is  name from Gatz (N6a); in  f a c t ,  h is  com­
manding o f f ic e r  has p ra ised  him (N8a,e). As fo r  the a f f a i r  w ith Daisy,
Dr. Carson is  in c lin ed  not to  take i t  very se r io u s ly —"A wartime f l i r ­
ta tio n : A ll the g i r l s  are doing i t " —and b es id e s , Gatsby is  going over­
seas the next day; "so unless she re a lly  cares fo r him—" "Of course 
she d o e sn 't ,"  says Mrs. Fay. She finds Gatsby a lto g e th e r unacceptable, 
in  s p ite  of h is  good record : "Our g i r l s  never, knew such people." She
divulges th a t she wants Daisy to  marry Tom Buchanan, who has ju s t  a rrived
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from out of town. "Then th a t 's  the end of poor Gatsby!" says Dr. Carson; 
and the two e x it  to  put Tom o ff  u n t i l  Daisy can be found.
P3 Enter Daisy and Gatsby. There is  a love scene in  which Gatsby is  shown 
as a romantic worshiping h is  v is io n  of id ea l beauty and u t te r ly  confident 
o f possessing her (N6b,N8a), w hile Daisy is  fasc in a ted  by h is  fee lin g  fo r 
h e r; but a t  the end of the scene she gives some in d ica tio n  th a t her love 
cannot w ithstand  h is  absence: " i t ' s  too hard! How long is  the war going
to  la s t ! "
P4 E xit Gatsby. Enter Mrs. Fay, who t r i e s  to  persuade Daisy to  see
Tom. Daisy a t  f i r s t  re fu ses . Her mother po in ts out th a t "In  the sp rin g , 
you were a l l  but engaged to  him," and th a t Gatsby is  going overseas in  the 
morning. "You sa id  good-bye to  him. Now I  want you to  do as much fo r 
Tom. He's an old f r ie n d ."  Daisy, l e f t  alone, sobs fo r a few moments, then 
d rie s  her eyes and powders h e r nose. Enter Tom, in  uniform. Daisy re -  
. ceives him g rac iously . C urtain .
Act I
11 Scene: N ick 's co ttag e , August 1925, afternoon. Nick s i t s  reading
a book. From o u ts id e , the sound of an automobile horn, repeated sev era l 
tim es. Nick gets up and c a lls  o ffs tag e  to  see w hat's  the m atte r. Enter 
Meyer Wolfsheim, looking fo r  the Gatsby p lace . He p ra ises  Gatsby, and 
boasts of th e i r  frien d sh ip . (N4c). E xit Wolfsheim.
12 E nter E f f ie , N ick 's maid, w ith l e t t e r s .  They hear a noise o u ts id e , which 
E ff ie  says i s  G atsby's gardener cu ttin g  the grass (N5a). Nick t e l l s  E ffie  
th a t  Gatsby i s  coming to  te a . She in qu ires  about the Gatsby p a r t ie s ;
Nick finds them " ra th e r  s tu p id , but I  ha te  a l l  th a t s o r t  of th in g ."  E ffie  
repeats  some of the gossip about Gatsby (N3a), and says she often  sees him
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looking out over the bay: " i f  you could see the look on h is  face , s i r ,
the way I  have, I  guess you could believe  h e 'd  k i l le d  somebody!" (N3a, 
N7b). -
13 Enter G atsby's b u tle r ,  Ryan, followed by two footmen w ith flowers and 
food fo r the te a  p a rty . B rief dialogue between Nick and Gatsby, incor­
porating  some of N5a. Gatsby says, " I t ' s  a big serv ice  y o u 're  doing me." 
Nick makes l ig h t  of i t  (N4e), saying th a t he arranged the te a -p a rty  be­
cause Daisy wanted to  meet him again. Gatsby says th a t Jordan Baker 
telephoned him to  say th a t she and Tom were bringing Daisy. Nick has 
not met Jordan, and Gatsby t e l l s  him about her (Nib), and about her 
cheating in  the go lf tournament (N3b) Gatsby: "We c a n 't  q u ite  expect 
re a l  lo y a lty  from women, can we old s p o r t."  Gatsby o ffe rs  to  put Nick
in  the way of making some money, bu t Nick coldly declines (N5a). Nick 
remarks th a t Wolfsheim was looking fo r Gatsby, and the two ta lk  about 
him; "He's a gambler," says Gatsby. "He's the man who fixed the World's 
Series back in  1919." B rief dialogue, as in  N4c. Then Gatsby: "Look
here old sp o rt, w hat's your opinion of me anyhow? (N4b) Dialogue, as 
in  N4b. Then Gatsby: "Jordan Baker telephoned me th a t she and Mr.
Buchanan would bring her here—bring  Mrs. Buchanan here I  mean, then 
drive on up to  toxm." He excuses h im self, saying he must go back to  h is  
house to  see Wolfsheim, and may not get back to  the party  u n t i l  a f te r  
Jordan and Tom Buchanan have gone; "but you might say to  your cousin 
th a t I  w il l  su re ly  come." E xit.
14 Enter E ff ie . B rief dialogue, in  which she repeats th a t Gatsby may have 
k i l le d  somebody, and comments on h is  " te r r ib le  p a r t ie s ."  Automobile 
horn ou tside .
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15 Enter Daisy; says Tom is  only going to  s tay  a minute, not to t e l l  him 
th a t Gatsby is  coming.
16 Enter Tom and Jordan. Dialogue, as in  Nib. Tom is  c a lled  to  the te le ­
phone, Daisy ang rily  follows him.
17 Jordan t e l l s  Nick about Tom's m istress  (Nib). Then Jordan: "She's no 
foo ll I t  would serve Tom r ig h t i f  she made i t  up w ith GatsbyI" Nick, 
while f l i r t i n g  w ith Jordan, is  anxious about h is  cousin , and wants to 
hear what has ahppened between Daisy and Gatsby. Jordan t e l l s  about the 
love a f f a i r  in  L o u isv ille  (N4d) up to  the time of D aisy 's m arriage.
18 Enter Tom and Daisy, Daisy crying. Daisy: "You can put th a t man out!"
Tom: "C an 't we s e t t l e  th is  between ourselves?" Daisy: " i t  i s n ' t
between ourselves. I t ' s  between you and me and our ch au ffeu r 's  w ife.
Get r id  of them, o r get r id  of me. Take your choice. . . You w on't 
see me again w hile th a t woman is  on the p la ce ."  Tom: "How can I get
r id  of him! Do you want me to t e l l  him h e 's  f ire d  because you 're
jealous of h is  w ife?" Daisy: " I f  you d o n 't discharge him I w i l l ,  and
I ' l l  t e l l  him why to o !. . . (she crosses fu rio u sly  out on veranda, and 
c a lls )  "Wilson! Come here Wilson!" Tom: "Are you crazy?" Daisy:
"You t e l l  him o r I  w ill!  I  w on't have th a t wife of h is  in  my house 
another n ig h t!"
19 Enter Wilson. Tom: "We—we have made o th er arrangements about—about
the car you know, something has come up th a t—th a t makes i t  necessary 
to make a change." Wilson: "I d o n 't understand! There 's a lo t  of
things been going on la te ly  th a t I d o n 't understand." (He looks d e f i­
an tly  a t  Tom) Tom: "I'm  no t going to  keep you, t h a t 's  a l l .  I 'v e  made
up my mind th a t I  d o n 't need but one man, and Scott has been w ith me
fo r y e a rs ."  Wilson ( b i t te r ly ) :  "Sudden, i s n ' t  i t ? "  Nick: "Not a t  a l l .
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Mr. Buchanan happened to mention th a t he re a lly  d id n 't  need you, and I
said  th a t in  th a t case I  thought I could find  you a very good p lace . . .
with a very wealthy neighbor o f mine, a Mr. G atsby." Tom: "Gatsby?
Who's Gatsby?" Daisy: (quickly) "What does i t  m atter who he is  i f  he
has money and wants a chauffeur?" Wilson, s t i l l  susp icious and discon­
ten ted , is  dism issed. Daisy agrees w ith Tom to  "make a b lu f f  of i t  i f
you w i l l ,"  and Jordan and Tom e x it  to  go to  town.
110 Nick and Daisy. More dialogue from Nib (Nick and D aisy 's  conversation 
a f te r  he knows about Tom's m is tre ss ) . Gatsby knocks, Daisy goes o ff 
to  dry her eyes and powder her nose.
111 Enter Gatsby. Dialogue as in  N5a (when Gatsby f r a n t ic a l ly  follows Nick 
in to  k itch en ). Daisy comes back. A ll are much a ffe c te d , but Daisy is  
in  b e t te r  co n tro l than the two men. P a th e tic  comedy scene—Gatsby 
breaks a vase. Nick takes him self o ff .
112 Daisy and Gatsby. Daisy: "H e's—h e 's  my cousin ."  Gatsby: "Yes, he
said  he was." D: "My cousin ." G: "Yes, I  know." D: "He d id n 't
l iv e  in  L o u isv ille ."  G: No -  I  -  I  d id n 't  th ink  he d id ."  D: " I t ' s
queer, your meeting him." G: ( r is e s ,  goes to  window) "We liv e  next
door, you see ."  (He po in ts out window) "T hat's  my p lace , over th e re ."  
D: ( r is e s ,  follows him) "A ll tha t?" G: "Yes, do you l ik e  i t ? "
D: " I  love i t i  I t  looks l ik e  the W orld's F a ir ."  G: " I  thought you'd 
l ik e  i t ,  see how the whole fro n t of i t  catches the  l ig h t ."  D: " I t ' s
abso lu te ly  enormous. This i s n ' t  a bad l i t t l e  p lace  Nick found, look way 
o ff th e re ."  G: "My view is  the same as th is .  I f  i t  w asn 't fo r the 
m ist you could see your house, across the bay. You always have a green 
l ig h t  th a t burns a l l  n igh t a t  the end of your dock." D: "You found out
where I  liv e?"  G: "T hat's  why I  bought th is  p lace , so I  could see the
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l ig h ts  of your windows (N4e)." D: (tu rns away) "D on't—make me—cry ."
G: (follow ing her) "No—I d id n 't  mean th a t a t a l l —I am happy—when
I see them." D: " I  h av en 't been happy—everI" G: (gently) " I t  w asn 't
r ig h t ,  to  make you marry himI I  know she made you—your m other.” D: "I
d o n 't know, th ings happen." G: "The l a s t  l e t t e r s  you w rote—I knew some­
thing was forcing  you away from me. I  wanted to  come to  you, anybody would 
understand th a t ,  but we were in  the Argonne b a t t l e s ,  and of course I  
c o u ld n 't—I got your m other's l e t t e r  the day I was made a Major and put 
in  command of the D iv is io n a l Machine Guns." D: "I should have w ritte n .
I  always was a coward." G: "When I  came back you were on your wedding
t r i p . "  D: "You must h a te  me." G: "No—I got down to  L o u isv ille  on the
l a s t  of my army pay. I  stayed th e re  a week, walking the s tre e ts  where our 
fo o ts tep s  had c licked  toge ther those September n ig h ts , re v is it in g  the 
out of the way p laces you had taken me in  your l i t t l e  w hite c a r ." (N8d)
D: " I  knew, always, what i t  meant to  you." G: "Your house had seemed
to me more mysterious and gay than any o th er house (N8d)—and the c i ty  
seemed to  me l ik e  th a t ,  because you had liv ed  th e re . The day I l e f t  I  
had a fee lin g  th a t i t  was you I was leaving behind me—although of course 
I  knew I  had lo s t  you long b efo re . I  stood out on the open v es tib u le  as 
the s ta t io n  s l id  away, and I  s tre tch ed  my hand out desperately  as i f  to  
snatch a whisp (s ic )  of a i r ,  as i f  to  save a fragment of the spot you 
had made so lo v e ly ."  (N8d) (she drops h e r head). Nick (en te rs) "Well 
you twoI How about a l i t t l e  tea?" G: (turns to  him) "Why y es, old
s p o r t, why not? L e t 's  have a l i t t l e  te a ."  (picks up flower from bowl 
and puts them in  her lap —steps back adoring her) C urtain .
Act I I
I I I  Scene: G atsby 's l ib r a ry —"a g rea t c irc u la r  room with very high
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French windows opening onto a wide veranda, the veranda is  c ir c u la r ,  l ik e  
the room, and i t  i s  gay w ith decorative la n te rn s , e tc ."  "(Music as cu rta in  
goes up. A crowd of people are dancing on veranda)" Gay: (a t punch bowl
w ith Turner) "Some p a r ty ."  Turner: " is n ’ t  i t  w onderful." Gay: (Myrtle
en ters  w ith punch stand—puts on ta b le —e x it)  "Two or th ree  times a week, 
look a t  the crowd, look a t  the people." Turner: "Nobody needs an in v i­
ta tio n  to  come to  Mr. G atsby’s . A ll they need is  an autom obile." Gay: 
"Usually borrowed—they ju s t  come here to  e a t and drink—then they go.
They don’t  even know which one i s  G atsby." E x it.
112 Enter Gatsby and Wolfsheim, l a t e r  Ryan. Meyer congra tu lates Gatsby on 
h is  success, warns him no t to  push h is  luck. "Lots of the boys I  know got 
a good s t a r t ,  not so good as yours, bu t n ic e , but they pushed th e ir  luck, 
and something broke, somebody squealed maybe, o r maybe i t  was a woman 
b u tted  in ,  and where are  they , up the r iv e r  th e re , or even worse in  A tlan ta ."  
Ryan come in  to  say th e re  i s  a telephone c a l l  from D e tro it. As Gatsby takes 
i t ,  Ryan closes doors and windows, and the th ree  men are alone. I t  seems 
th a t Blakely in  D e tro it has been ta lk in g  too much. G: "Bob w i l l  take
care of him, i t ’s a l l  r ig h t ."
113 Enter Nick. Wolfsheim t e l l s  the s to ry  about Rosey Rosenthal and the old 
Métropole (N4c), and o ffe rs  Nick a business connection, which Nick re ­
fuses (N4c). A s tra y  woman comes in ,  h a ils  Wolfsheim, and takes him o ff .
114 Nick and Gatsby. N: "What they say is  tru e , I  suppose, about the crowd
who come here to  your p a r t ie s ."  G: "Why yes, old man, tru e  enough."
N: "But why do you stand  fo r i t? "  G: "Why not?" N: "To e n te r ta in  
God knows who!" G: "To keep open house! T hat’s one of the phrases I 
always liked  the sound o f , but I  had another reason. . . I f  a l l  Long 
Is land  came d r if t in g  through these rooms of mine I  knew th a t sooner or
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l a t e r  she would come (N4e), ju s t  as she is  coming to n ig h t."  N: "Wait
a minute Gatsby! You are speaking about my cousin. . . I t  i s n ' t  exactly  
the usual thing you know to ta lk  about a married woman as—"G: (breaks 
in ) "This i s n ' t  a usual th ing Mr. Carraway. . • I want you to  understand! 
. . .  I t  is  necessary th a t she and I should meet and have some ta lk s  to ­
g e th er."
115 Enter Daisy with o ther guests who d r i f t  o ff . D: "Oh Nick! A party  lik e
th is  ex c ite s  me so! I f  you want to  k is s  me anytime during the evening 
ju s t  l e t  me know and I ' l l  be glad to  arrange i t .  Ju st mention my name, 
o r p resen t a green card ." (N6b). Enter Tom and Jordan. More dialogue, 
mostly from N6b. Then G; " I am going to  show Mrs. Buchanan my p ic tu re s . 
Would you care to see them?" D: "No you w ouldn 't. Mr. Gatsby and I
are going to  look a t  them a l l  by ourse lves; you two are going to  s i t  out 
here and w h is tle  in  case of f i r e ,  r i o t ,  or any ac t of God." E xit Daisy 
and Gatsby.
116 Jordan and Nick. They speculate  about Gatsby (m ateria l taken from Nla, 
N3a). Jordan continues her n a rra tiv e  from N4d. (D aisy's and Tom's 
m arried l i f e )  They e x it  to dance.
117 M yrtle, Catherine (the  s tray  g u es t) , l a t e r  Wilson, then Ryan. Catherine 
and M yrtle were show g ir l s  toge ther; M yrtle t e l l s  her frien d  she is  t i r e d  
of Wilson. Enter Wilson, m iserable, su sp ic ious, determined to  find  out 
who has caused whatever is  wrong between him and M yrtle. Enter Ryan, 
who t e l l s  Wilson he must go to  White P la in s to d e liv e r a message. Wilson 
is  re lu c ta n t—d o esn 't want to leave M yrtle, and suspects th e re 's  some­
thing shady about the message; but he agrees to  go. Tom e n te rs , speaks 
to  Wilson; Wilson is  su llen  and h o s t i le —eviden tly  suspects Tom of being 
M yrtle 's  lo v e r, or th a t he knows who the  lover i s .  Exit Wilson on h is  
errand.
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118 Tom, Nick, then Daisy and Gatsby. Tom too is  su sp ic ious, wants to  know 
where Daisy i s .  Enter Daisy and Gatsby. Daisy spats  w ith Tom, then 
takes him o ff .
119 Nick and Gatsby. D ialogue, mostly from N5b. Daisy and Tom come back;
Daisy asks Gatsby to  dance w ith h e r. Tom d o esn 't l ik e  i t ,  b r ie f ly  
questions Nick about Gatsby. Group of guests e n te rs , Nick leaves w ith 
them. Enter M yrtle.
IIIO M yrtle and Tom. M yrtle t e l l s  Tom of W ilson's susp ic ions. They arrange
fo r Tom to  come to  the co ttage th a t n igh t w hile Wilson is  gone. They
k is s . M yrtle runs o ff  as Daisy en te rs .
1112 Daisy and Tom. D: "Who were you ta lk in g  to Tom?" T: "Nobody—why— 
l e t ' s  go on back to N ick 's . I'm  t i r e d  and th is  damned place bores me.
You know I'm  g e ttin g  to  be about as bad as you a re—bored a t  every th ing ."
D: ' I t  would be a queer th in g , w ouldn't i t —i f  you and I  w il l  ever f in a lly  
agree—even about when to  be bored." T: "Oh, w e 're  a l l  r ig h t old g i r l —
we agree about lo ts  of th in g s . Do you know I 'v e  been looking a t  th is  
rabble here ton igh t and th inking  what a damned fin e  thing i t  was to  have
a w ife who was a thoroughbred." D: "Oh, yes! No gentleman should be
without" T: "Oh—Daisy!" D: "He should have a fin e  blooded dog and
a fin e  blooded horse and a fin e  blooded w ife—and a f u l l  blooded mis­
t r e s s ."  T: "My God, y o u 're  b i t t e r ! "  A fte r more q u a rre lin g , D: "I
d o n 't th ink  I  can go on much longer."  T: "Don't be s i l l y .  We're a l l
r ig h t—down deep I'm  your kind and y o u 're  mine."
1113 Party  continues, growing w ild e r. F ina lly  Jordan comes in  w ith o ther g i r l s
in  one-piece bathing s u i t s ,  says she is  going fo r a swim. Nick i s  shocked. 
Tom, Nick,and Daisy go home. Party  breaks up. Ryan and Wolfsheim l e f t
on stag e .
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1114 Ryan closes doors, lowers l ig h ts .  Ryan: "T hat's  the l a s t  of them except
the g i r l s  in  the  pool; some of the boys are  w aiting to  see Mr. Gatsby." 
Wolfsheim: " I t ' s  safe  enough I  guess to bring  them in ."  Gatsby re tu rn s ,
and th e re  follows a scene where the men plan a smuggling operation  on 
which Gatsby has staked a l l  the money he can ra is e . Wolfsheim i s  anxious 
about a bad break the gang has had, but r e l ie s  on G atsby's gambling s k i l l  
and luck . Wolfsheim goes to  bed, Gatsby is  l e f t  alone.
1115 (Gatsby goes up to  window fo r a moment looks o ff a t the l i t t l e
green l ig h t  on the d is ta n t  shore , then X to s i t  on bench as Daisy 
en te rs)
Daisy
(Xes to  him, puts hands on shoulders)
Jay!
Gatsby
(R ises, puts hand to  hip)
Daisy!
Daisy
I 'v e  come to  you!
Gatsby
You su rp rised  me. I was dreaming of you and suddenly you were 
here . I  thought befo re  you came ton igh t th a t having you among 
my o th er guests would make me happy but i t  only made me w retched.
I t  only seemed to  make the g u lf between us w ider. (Steps to ­
ward her)
Daisy
There i s n ' t  any g u lf between us th a t I  am a fra id  to  cross to n ig h t.
Gatsby
I  d o n 't understand
Daisy
Must you understand any more than that?
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Gatsby
Yes.
Daisy
You love me! I s n ’ t  th a t enough?
Gatsby
Ju s t h a lf  enough.
Daisy
Tom has gone to  th a t woman. He is  w ith h e r now. I  followed 
him to  her co ttag e . I  saw them meet. I  w on't be made a foo l 
of.
(She Xes to  ta b le —lig h ts  c ig a re t te —)
Gatsby
And because you were angry you came to  me!
Daisy
Does i t  m atter why I  came?
Gatsby
Yes.
Daisy
I ’m here—don’t  you want me to  stay?
Gatsby
No.
Daisy
You don’ t  mean th a t!
Gatsby
Of course I  mean i t !  You belong to  me—he is  the "o u ts id e r” .
You are  going to  leave him and come to  me. Not leave me and 
go to  him.
Daisy
Divorce—I ’m a fra id  of d ivorce. I don’t  l ik e  i t .  I  to ld  you th a t 
th is  evening. Besides I  am not sure of you. How can I  be.
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Gatsby
I t  has been e ig h t y ears , h a s n 't  i t ,  and there  h a s n 't  been a 
day in  a l l  those years th a t I  haven 't been planning fo r the 
time when you would come to  me. What I 'v e  won, I  won for 
you. You were h is  w ife , th a t  d id n 't  m atter. . . you were 
more than th a t to  me! You had a g rea t name—I d id n 't  care—
I made one fo r m yself. Before I went away you ca lled  your­
s e l f  my w ife. . . t h a t 's  what you've got to  bel You've got 
to  leave th is  man and come to  me. . . not in  a jealous rage 
. . . not to revenge y o u rse lf on him, but because you have 
been robbing me a l l  these  years and because a t l a s t  I  have 
claimed my own! I t  i s n ' t  h is  w ife I  want. . . I t ' s  mine.
(P u lls  her up in  h is  arms)
Daisy
Y ou're a romantic foo l Jay—you always were. I am jealous . 
and angry. What does i t  m atter whether i t ' s  because I  hate  
him or because I  love you. How do I  know! What do I  care!
Damn the fu tu re! I  am here . . . t h a t 's  a l l ,  but d o n 't you 
try  to  bargain  w ith me. Jay , i f  you d o n 't want me I ' l l  go.
Gatsby
Daisy, not want you! Look a t  me. Surely you know. What 
you mean to  me,
Daisy: "W ell." (She puts h e r arm around h is  neck—he does not touch
h e r) . Gatsby: "Miss Baker, Miss Baker." (He Xes up to  C door) (Jordan
and Nick e n te r  a t  back) Jordan: "Yes." Gatsby: "Mrs. Buchanan is
w aiting fo r  you. I t ' s  g e ttin g  la te —you had b e t te r  take her home."
(As Daisy s t a r t s  up C, the  c u rta in  f a l l s )
Act I I I
nil Scene: G atsby 's l ib r a ry .  I t  is  a very ho t afternoon about ten
days l a t e r .  "Ryan i s  a t telephone. Meyer Wolfsheim, h is  coat o ff , and 
h is  palm le a f  fan in  h is  hand, s i t s  bending eagerly forward l is te n in g ."  
Ryan cannot get an answer. Meyer is  w orried about the Gatsby e n te rp rise s : 
"Maybe h is  luck has gone." Ryan: " I t ' s  th is  m arried woman! He never
bothered w ith women any more than to  k id  along w ith them. Now look a t
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him, fo r the l a s t  th ree  weeks h e 's  been w ith th is  Mrs. Buchanan every 
day, he i s  crazy about h e r."  Meyer: "And th a t 's  bad! She's g e ttin g  a
t h r i l l  she c a lls  i t ,  but i t ' s  something re a l to  him. I t ' s  bad business 
fo r  a fellow  to  get out of h is  c la s s ."  Meyer proceeds to  t e l l  Ryan of 
G atsby's p ast (N6a). Ryan says Gatsby i s  nervous about the smuggling 
opera tion . Exit Ryan, en te r Tom.
1112 Tom and Meyer. Tom inqu ires  about Gatsby. Meyer responds (N9b). Exit 
Meyer.
1113 Tom and Wilson. Wilson t r i e s  to  s e l l  Tom h is  car: he needs money to
take M yrtle away. Tom re fu ses , Wilson th rea tens him. W: " I  want to
know w hat's  wrong with my w ife. I  want to  know who i t  i s  th a t 's  been 
s e tt in g  h er again st me." T: "Why d o n 't you ask h e r , or have you 
frigh tened  her away?" W; " I 'v e  got her locked up in  my co ttage th e re .
I'm  going to  keep her locked up u n t i l  I  know who the man i s  th a t 's  taken 
her away from me." T: "What's a l l  th a t got to do w ith me?" W: "I
th ink  y o u 're  the man!" Wilson goes on about h is  susp ic ions; f in a lly  he 
produces a c ig a re tte  case th a t he found in  h is  cottage the morning a f te r  
the p a rty , and asks i f  i t  is  Tom's. Tom says no, and suggests th a t i t  is  
G atsby 's. T: "B ette r re tu rn  h is  c ig a re tte  case. He w on't l ik e  your
keeping i t . "  W: "Yes, by God, I ' l l  re tu rn  i t ! "  T: "Now d o n 't be a
fo o l!"  W: " I 'v e  got to  see h e r. I 'v e  got to  be su re ."  Exit Wilson,
then Tom.
1114 Gatsby, Ryan, Meyer Wolfsheim, o th e rs . The man in  charge of the smuggling 
operation  comes to rep o rt th a t i t  has fa ile d . I t  becomes evident th a t 
a l l  the Gatsby e n te rp rise s  have collapsed . Meyer: "They've smashed you 
Gatsby. I  got to get ou t. I  c a n 't  get mixed up in  th is .  When a man 
gets smashed I  never l ik e  to get mixed up in  i t .  IVhen I  was a young
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man i t  was d if fe re n t ,  i f  a friend  of mine got in to  trouble  I 'd  s t ic k  to
him to  the end. I  c a n 't  do i t  now. I  got to  be c a re fu l."  (N9b)
G: "Order Mr. Wolfsheim's c a r , Ryan, h e 's  leav ing ."  Ryan: "So am I . "
A ll the  o ther servants a lso  leave. (They are evidently  p a rt of the gang.)
Gatsby pays them o ff . When he is  l e f t  alone, "(He Xes to  safe  and opens 
i t  and takes out a t in  box and unlocks the box an ' takes out some papers.
As he does so he draws out by accident an old copy book and i t  f a l l s  on 
ta b le . Gatsby se le c ts  the papers he w ants, and locks the box, and turns 
away leaving the old copy book on the ta b le . On the veranda ou tside  is  
heard a woman's laugh and Daisy comes on. . . followed by Nick and Jordan.)
Daisy
(Xes to  R C)
Is  i t  cool in  here? I f  i t  i s n ' t  we w on't come in .
Jordan
Don't be s i l ly !  I t  i s n ' t  cool anywhereI Oh Lord! Miat a day!
Daisy
I t ' s  cooler than your s tu ffy  l i t t l e  p lace anyway Nick.
(She Xes and gives her hand to  Gatsby)
I  to ld  you la s t  n igh t I 'd  come, you see I  kept my word.
Gatsby
I  knew you would! S it  h e re , th e re 's  a l i t t l e  a i r ,  and h e re 's  a 
fan.
Daisy
You're a d a r lin g !
(She turns suddenly, and throws her arms about h is  neck and 
k isses  him)
You know I  love you!
Jordan
You fo rget th e re 's  a lady p re se n t.
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Daisy
That’s a l l  r ig h t .  You k iss  Nick to o .
Jordan
What a low, vulgar g i r l !
Daisy
I  d o n 't ca re I
(She s t a r t s  to  dance g a ily  about the room) (N7a)
Nick
S it down, you make me h o tte r  ju s t  to  look a t  you.
Daisy
(S its  C)
Oh dear! W h at'll we do w ith ourselves th is  afternoon and the 
day a f te r  th a t ,  and the next th i r ty  years?
Jordan
D on't be morbid! L ife s t a r t s  a l l  over again when i t  ge ts 
crisp  in  the f a l l . (N7a)
Daisy
I d o n 't see why I  sh o u ld n 't have a d rink , a n ice  long cool d rink .
Jordan
T hat's  i t .  Ring fo r a d rink , Mr. Gatsby.
Gatsby
Of course.
(He turns to  push the bu tto n , then suddenly remembers th a t 
a l l  the  servan ts have l e f t )
I ' l l  have to  ask you to  excuse me fo r a moment.
(He Xes toward arch)
Daisy
What's the m atter? Ifliy d o n 't you s i t  down and behave?
Gatsby
I  want to  see about your drink m yself, I  have a g rea t idea .
(He e x its  to  RI)
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Jordan
Tom is  around you know Daisy, suppose he had seen you ju s t  now?
. . . When you k issed  Gatsby?
Daisy
Suppose every w ife in  the world had seen you every time one of 
th e ir  husbands k issed  you—d o n 't be a frog always croakingl I f  
i t  comes r ig h t down to k iss in g  Tom i s n ' t  so bad a t  i t  h im self.
Nick
You're care less  people, Daisy—you and Tom. You have a way of 
smashing up th ings and c re a tu re s , then re tre a tin g  back in to
your money, or your v a st c a re le ssn ess , or whatever the t i e  is
th a t keeps you two to g e th er, and you leave o ther people to  clean 
up the mess you have made. (N9e)
Daisy
Nick! You're as smug as the d ev il a t  h is  damndest and as o ily  
as a f ish !
(She r i s e s ,  Xes back of ta b le  C)
I  ha te  you very much, and I  th ink  I ' l l  go home.
(She Xes and h er eye f a l l s  on the sm all account book th a t 
Gatsby dropped on the  desk)
Hello!
(She picks i t  up)
I t  looks l ik e  a l i t t l e  boy 's  exercise  book!
(She opens i t )
J .  Gatsby! T hat's  funny. J .  Gatsby, the l a s t  two l e t t e r s  have 
been w ritte n  in  a t  a d if f e re n t time—i t  looks l ik e  Gatz—changed 
in to  J . Gatsby! I'Jhy i t ' s  a s o r t  of a d iary!
Nick
Put i t  down! l-Jhat business i s  i t  of yours!
Daisy
My dear Nick, I  want to  be v u lg ar, even the  very f in e s t  lady has 
to  be vu lgar when i t ' s  hot!
Nick
He might no t want—
Daisy
Hush! L isten ! 'S ep t. 10, 1906—Schedule; Rise from bed 6 a.m. 
Dumbbell ex erc ise  and w all sca lin g  6:15 to 6:30. Study e le c t r i c i ty
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7;15 to  8;15 and Work 8;30 to  4;30 P.M. Baseball and spo rts  
4:30 to  5. P rac tic e  e locu tion , po ise , and how to  a t ta in  i t , 
5:00 to  6:00. Study needed inventions 7:00 to  8:00.
SomedayI
Jordan
Daisy
(Reads)
'G eneral Resolves--no time wasted a t .  . . '  a t something, I 
c a n 't  read the  word. "No more smoking or chewing. Bath 
every o ther day. Read one improving book or magazine per 
week. Save fiv e  d o lla rs . . . no—save th ree  d o lla rs  per 
week. Be b e t te r  to  p a re n ts . (N9b)
Nick
Poor kid!
Daisy
September 1906.
Jordan
He was about eleven w asn 't he?
Daisy
(Laughs)
I t  ju s t  shows you.
Nick
He wanted to  get to the top , d id n 't  he?
Daisy
I remember once he to ld  me something about the cement blocks 
of the pavement in  the moonlight making a ladder fo r him, to  
take him up to  the s t a r s ,  o r above the tre e s  or somewhere, 
a l l  bunk of course, but i t  made a t e r r ib le  h i t  w ith me a t  the 
tim e.
Jordan
That ladder i s  going to f a l l  over you on you two you know [ s i c ] , 
i f  you a r e n 't  c a re fu l.
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Daisy
A ll r ig h t ,  l e t  i t  f a l l .  I  have been ju s t  bored to death fo r the 
l a s t  two y ears , and I  d o n 't care what happens.
I I I7  Tom and Gatsby e n te r . The scene th a t follows is  e s se n tia lly  the
same as F itz g e ra ld 's  scene a t  the Plaza h o te l;  (N7b) a t i t s  end, Tom
says
You're out of your c la s s , old sp o rt I You c a n 't  speak her 
language.
Gatsby
Daisy! L isten  to—
(Wilson en ters  w ith M yrtle from R I —both stand in  door.
He has her by the arm)
Wilson
Now Gatsby!
M yrtle
No Buck! No!
Wilson
Look! Is  th is  damned thing yours?
(Shows c ig a re tte  case)
M yrtle
Haven't I  to ld  you i t  w asn 't h is !
Wilson
Is  th is  yours?
M yrtle (s ic . Probably meant Gatsby.)
No.
Wilson
You l ie !
(Hand to pocket)
Nick
Hello!
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Jordan
Well! Upon my word!
Daisy
I'Jhy—
Gatsby
Wilson, I 'v e  had enough of th is .
(He steps toward Wilson)
Wilson
Damn you, Gatsby!
(Shoots. DAISY screams. WILSON takes h is  revo lver from 
h is  pocket and f i r e s .  GATSBY puts h is  hand to  h is  h e a rt— 
staggers C to  Daisy who has crossed down a f te r  sho t f a l l s  
a t  her fe e t .  MYRTLE p u lls  Wilson o ff  R I)
Jordan
Oh my God!
Daisy
Tom! Take me home! I  don’ t  want to be mixed up in  th is —take me 
home!
Tom
(They both e x it  C to  L)
Yes—come. ■
Nick
He was the b est of the whole damned crowd of us! 
(Hé stands looking down a t Gatsby)
C urtain
C ritique  of the Novel 
Like other works of a r t ,  F itzg e ra ld ’s The Great Gatsby im plies 
a g rea t deal more than i t  e x p lic a te s ; but more perhaps than most novels, 
i t  depends fo r i t s  e f fe c t  upon a number of c ru c ia l " g e s ta l ts ,"  th e ir  
balance and the re la tiv e  emphasis attached to  them, ra th e r  than on the
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in te rp lay  between ch arac te r and circum stance. The memorable th ings in  
the novel are not the characters  of Gatsby or of Nick Carraway, cer­
ta in ly  not of Daisy or Tom, nor the in te r e s t  of what happens to  them; 
but ra th e r  such elements as Edith lilharton po in ts out: (Twentieth
Century In te rp re ta tio n s  of THE GREAT GATSBY, ed. Ernest H. Lockridge, 
Englewood, N. J . ,  P ren tice -H a ll, 1968, p . 107) " th a t seedy orgy in  the 
Buchanan f l a t ,  w ith the dazed puppy looking on;" and there  i s  the ashy 
w ilderness overlooked by the eyes of Dr. J .  T. Eckleburg, the s u ltry  
afternoon a t the Plaza h o te l ,  the image of the  East as a drunken woman 
on a s tre tc h e r , the Dutch s a i lo rs  coming upon the v irg in  Long Island  
shore. I f  we may judge by the amount o f c r i t i c a l  commentary they have 
provoked, these ob jec tiv e  c o rre la tiv e s  are  more im portant to  the anagogy 
than the p lo t i s .
But th is  is  not to  suggest th a t  th e re  i s  any weakness in  the p lo t 
s tru c tu re ; the agents are very fu lly  imagined, and th e ir  behavior follows 
n a tu ra lly , even in e v ita b ly , from th e ir  ch arac te rs . F itzg e ra ld  him self 
w orried because he d id n 't  know how Daisy responded to  G atsby's re in cu r­
sion in to  her l i f e ;  ( l e t t e r  to  Edmund Wilson, Twentieth Century In te rp re ­
ta tio n s  , p. 105) but h is  uncerta in ty  only shows how l i f e - l i k e  a character 
he has created—he might fe e l equally  uncerta in  on such a p o in t about a 
re a l  woman. C ertain ly  readers do not find  Daisy e i th e r  f l a t  or incon­
s is te n t ;  many of us might answer F itz g e ra ld 's  doubt by saying th a t Daisy 
w asn 't sure h e rs e lf  exactly  how she f e l t  about Gatsby, or what she wanted 
of him.
In any case, we do not need to  know: the anagogy is  worked out
in  G atsby's and N ick 's experience, and D aisy 's experience i s  im portant 
only as they perceive i t .  And about th a t F itzg era ld  i s  very e x p l ic i t .
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P lo t and c h a rac te riz a tio n  are not weak, but ra th e r  are subordinated to 
what might be c a lled  sp ec tac le . Together these elements c o n s ti tu te  an 
ac tio n  which focuses upon the single-m inded p u rsu it of a v is io n .
A p eren n ia l theme fo r F itzg e ra ld  was the re la tio n  betweem the 
worth of a v is io n  and the ardor and constancy of the p u rsu it (c f . "Winter 
Dreams," " 'The Sensible T h in g ,'"  Tender is  the N igh t). I f  we apply 
S tan is lav sk y 's  device of finding  an in f in i t iv e  phrase th a t expresses the 
a c tio n , we might consider " to  worship an id o l in  s p i r i t  and in  t r u th ."
The value then a ttach es  to  the q u a lity  of the worship ra th e r  than to  the 
ob jec t worshiped, and Gatsby i s  so thoroughly ju s t i f i e d  fo r loving w ell 
th a t he needs no defense fo r  loving unwisely. "You're worth the whole 
damn bunch put to g e th e r,"  says Nick; ("The Great Gatsby," The F itzg e ra ld  
Reader, ed. A rthur M izener, New York, S c r ib n e r 's , 1963, p . 218) and
"Gatsby turned out a l l  r ig h t a t  the end." (Reader, p . 106)
But to  f ix  on th is  in f in i t iv e  phrase i s  to assume th a t the ac tion  
takes p lace  in  the mind of Gatsby, and to  ignore the fa c t  th a t a g rea t 
deal of i t  takes p lace  in  the mind of Nick Carraway. The e f fe c t  produced 
by N ick 's f i r s t  person n a rra tio n  i s  ra th e r  lik e  a double exposure in  a 
photograph: something happens to Gatsby, and th is  causes something to
happen to  Nick, so th a t  our image of Gatsby is  f i l t e r e d  through Nick.
Yet Nick i s  not a mere observer of the ac tio n ; he i s  one of the
agen ts, and furtherm ore he i s  the only agent we re a lly  see from the  in ­
s id e  (we see Gatsby from the  in s id e  only in so fa r  as Nick i s  able to  do 
so ). In the course of the s to ry , h is  a t t i tu d e  changes from an a le r t  
n e u tra l i ty  toward the o ther characters to  a committed stance toward 
each: ju s t i f i c a t io n  of Gatsby, d isapprobation of Tom and Daisy, the
d ecision  th a t Jordan Baker i s  not worthy of h is  love. I f  we take him
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as the focus of the  a c tio n , the in f in i t iv e  phrase might be " to  search 
fo r v a lu es ."  The in te rp la y  between N ick 's experience and G atsby 's , 
then, i s  the method by which the to ta l  ac tion  i s  presented.
Nick is  the po in t-o f-v iew  ch arac te r, but there  i s  much in  the 
s to ry  to  in d ica te  th a t  h is  values are not to  be accepted w ithout ques­
tio n : in  the very f i r s t  sh o rt passage where Nick gives us h is  e th ic a l
p roof, he p laces "a sense of the fundamental decencies" a t  the top of 
h is  l i s t  of v ir tu e s ;  (Reader, p. 106) ye t before long we are made aware 
th a t he too is  a rom antic, in  whom a v is io n  of id e a l beauty, however 
e lu siv e  and i l l - d e f in e d , w i l l  always be in  c o n f lic t w ith anything so 
p ed estrian  as "decencies."  He too finds peace d u ll in  comparison to  
war; he too is  charmed by the Buchanans' conspicuous consumption and by 
D aisy 's a llurem ents; he too h itch es  h is  wagon to  a s ta r  (Jordan Baker) 
th a t  bum s w ith a not very steady l ig h t .  He ju s t i f i e s  Gatsby, we come 
to  b e lie v e , not because o f a compassionate awareness th a t Gatsby has 
no t had h is  advantages, (Reader, p. 105) but because he p a r tic ip a te s  in  
G atsby's romantic a sp ira tio n s .
On the o th er s id e , there  is  the m atter of N ick 's honesty (p. 148). 
His re la tio n s  w ith Jordan Baker can hard ly  be described as the honest 
love of a man for a maid. And what about th a t  g i r l  back in  Minnesota? 
Surely the whole passage a t  the  end of Chapter I I I  about N ick 's personal 
l i f e —the passage th a t  ends w ith h is  estim ation  of h is  honesty—is  irony. 
He p a r tic ip a te s  in  the  Buchanans' upper-class myopia as much as he does 
in  G atsby's romanticism—perhaps more.
And i f  Nick p a r t ic ip a te s ,  so do we—fo r  su re ly  Nick sees h im self 
very much as Americans generally  are  taught to see themselves : not snob­
b ish  (he d o esn 't tu rn  up h is  nose a t  M yrtle or her f r ie n d s ) , y e t w ell
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bred (he f i t s  e a s ily  in to  the Buchanan household); to le ra n t of o th e rs ' 
fo ib le s , y e t w ell behaved h im self; in d u s trio u s , y e t capable of an e le ­
gant le is u re ;  in  sh o rt, as represen ting  the b e st possib le  compromise 
between a l l  the c o n flic tin g  values of American cu ltu re . I t  i s  p rec ise ly  
the v a l id i ty  of th is  compromise th a t F itz g e ra ld 's  novel c a lls  in to  
question: i t  works u n t i l  i t  i s  sub jected  to serious s t r a in .  When i t
i s ,  Nick Carraway and we emerge as an uncomfortable mixture of Gatsby 
and Tom Buchanan, a mixture con tinually  th reaten ing  to separa te  in to  i t s  
co n stitu en t p a r ts . Like Gatsby, we dream b e a u tifu l dreams and don 't 
ob ject to  being a l i t t l e  o p p o rtu n istic—or crooked—to make them come 
tru e ; l ik e  Tom, we want to  hang on to  what we've g o t, and d o n 't ob ject 
to  making o thers pay the p ric e . And although of the two we may fe e l 
more kindly disposed toward Gatsby, we tend to  behave more l ik e  Tom.
Nick, un like  Gatsby, p u lls  back from Jordan—not because of any change 
in  behavior in  h e r, or because he gains any new in s ig h t in to  her char­
a c te r ,  but ra th e r because he cannot su s ta in  h is  commitment to  a romantic 
idea. There may be in  h is  j i l t i n g  of Jordan a fa in t  echo of D aisy 's 
j i l t i n g  of Gatsby. At the same tim e, he cannot help giving high marks 
to  the  parvenu Gatsby who i s  behaving w ith flaw less ch iv alry , o ffering  
to take the blame fo r running over M yrtle, watching a l l  n igh t a t  D aisy 's 
window to  make sure sh e 's  a l l  r ig h t ,  and generally  rescuing a damsel in  
d is t r e s s .
Gatsby seems to  be q u ite  aware th a t h is  damsel is  not a p a r tic u ­
la r ly  worthy o b jec t. He has long passed the point where th is  m atters: 
th a t po in t was years ago in  L o u isv ille , when "he knew th a t when he k issed  
th is  g i r l ,  and forever wed h is  u nu tte rab le  v isions to  her perishab le  
b re a th , h is  mind would never romp again lik e  the mind of God." (p. 186)
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As a boy he had wanted, l ik e  Faust, to  claim fo r h is  own the whole world 
and everything i t  had to  o ffe r . When he f i r s t  met Daisy, she seemed to 
him the embodiment of a l l  he desired  ("a t h is  l i p s '  touch she blossomed 
fo r him lik e  a flow er, and the incarnation  was com plete"); (p. 186) but 
when he k issed  her th a t n igh t in  L o u isv ille , he knew already th a t the 
in carn a tio n , however b e a u tifu l i t  may be, is  always a l i t t l e  le s s  than 
the v is io n ; and th a t by committing him self to  Daisy, he was re linqu ish ing  
h is  Faustian  dream. When he saw her again fo r the f i r s t  time a f te r  her 
m arriage, " th e re  must have been moments even th a t afternoon when Daisy 
tumbled short of h is  dreams." (p. 175) I t  was no longer id e a l perfec­
tio n  th a t Gatsby demanded of Daisy, but simply th a t she should belong 
to  him: fo r  the v is io n  of id ea l beauty, he had su b s titu te d  the possession
of Daisy h e rs e lf .
But the p lo t of the  novel is  G atsby's discovery th a t she did n o t, 
could n o t, belong to  him. I t  sh a tte red  h is  world and, very soon a f te r ,  
h is  l i f e .  He had fixed  upon her as the incarnation  of h is  v is io n , and 
w ithout h e r, th e re  seemed nothing l e f t  to in carn a te :
No telephone message a rriv ed . . . I have an idea th a t Gatsby 
him self d id n 't  be lieve  i t  would come, and perhaps he no longer 
cared. I f  th a t was tru e  he must have f e l t  th a t he had lo s t  the 
old warm w orld, paid  a high p rice  fo r liv in g  too long w ith a 
sin g le  dream. He must have looked up a t  the unfam iliar sky 
through frigh ten ing  leaves and shivered as he found what a gro­
tesque th ing a rose i s  and how raw the su n lig h t was upon the 
scarcely  c reated  g rass . A new world, m ate ria l without being re a l ,
(a b e a u tifu l d esc rip tio n  of m atter which incarnates nothing)
where poor ghosts, breathing dreams lik e  a i r ,  d r if te d  fo r tu ito u s ly  
about. . . l ik e  th a t ashen, f a n ta s t ic  fig u re  g lid in g  toward him 
through the amorphous tre e s .
In  th is  passage describ ing  G atsby's lo ss  of what gave l i f e  i t s  
meaning, there i s  su re ly  a suggestion of id e n tif ic a t io n  between him and 
Wilson: both have lo s t  th e ir  women, and by losing  them have been reduced
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to  the condition of shades in  the underworld. From the beginning of the 
s to ry  we have been made aware th a t the liv e s  of both men are barren  
w ithout th e ir  women: the Gatsby p a r tie s  are the rich  man’s Waste Land.
In  the end, the in su b s ta n tia l splendor of the Gatsby menage turns to  
something very l ik e  "a v a lley  of ashes. . . where ashes take the form 
of houses and chimneys and r is in g  smoke;" (p. 121) the photograph of 
the Gatsby house, "cracked in  the com ers and d ir ty  w ith many hands," 
i s  "more re a l .  . . than the house i t s e l f . "  (p. 232)
Moreover, both women have been lo s t  to  the Establishm ent.
Wilson functions as a co n tra s t to  Gatsby as w ell as an analogue, l ik e
the reverse  side  of a coin: "Myrtle Wilson" says Ernest H. Lockridge,
(Twentieth Century In te rp re ta tio n s , p. 8) " is  body w ithout s p i r i t ; " —
her tremendous v i t a l i t y  is  the only th ing  th a t redeems the Waste Land
(and Wilson) from u t te r  a t t r i t i o n .  For Gatsby, Daisy is  s p i r i t  w ithout
body: fo r most of the years he has asp ired  to  h e r , she has been the
substance o f things hoped fo r , the evidence of things not seen. And
both Myrtle and Daisy belong to  Tom Buchanan. Body and s p i r i t  a lik e
belong to  the Establishm ent which impresses us most strong ly  w ith i t s
m indlessness and c ru e lty :
" C iv il iz a tio n 's  going to  p ie ce s ,"  broke out Tom v io le n tly .
" I 'v e  go tten  to  be a te r r ib le  pessim ist about th ings. Have 
you read The Rise of the Colored Empires by th is  man Goddard 
. . . The idea is  i f  we d o n 't look out the white race w il l  
be—w ill  be u t te r ly  submerged. I t ' s  a l l  s c ie n t i f ic  s tu f f .
I t ' s  been proved."
"Tom's g e ttin g  very profound," sa id  D aisy, w ith an 
expression of unthoughtful sadness. "He reads deep books 
w ith long words in  them. What was th a t  word we—"
"Well, these books are a l l  s c ie n t i f i c ,"  in s is te d  Tom, 
glancing a t  her im patien tly , (p. 114)
So much fo r the in te l le c tu a l  attainm ents of the upper c la sse s . L ater
in  the scene a t  M yrtle 's  apartm ent,
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Making a short d e ft movement, Tom Buchanan broke her nose 
(M yrtle 's) w ith h is  open hand. (p. 131)
And so much fo r the gentleness of gentlemen. Those ou tside the E s tab lish ­
ment a re  deprived of a l l  nourishment, of both the bread and the wine— 
the means of physical and s p i r i tu a l  l i f e ;  as a r e s u l t ,  they f i r s t  become 
shades, and f in a l ly  are extinguished a lto g e th e r .
Yet th e re  i s  a sense in  which Gatsby, and by analogy Wilson too , 
are su p erio r to  the Establishm ent: "They're a ro tte n  crowd. . . y o u 're
worth the whole damn bunch put to g e th e r."  (p. 218) They have under­
stood and cherished the means of l i f e  they lo s t ,  whereas the Buchanans, 
the owners, debase and ru in  i t .  On the one hand the Buchanans c rea te  
the v a lues, or a t  le a s t  in carn a te  them; on the o th e r, they destory  them. 
Theirs is  the "b ea u tifu l house," with i t s  "h in t of bedrooms u p s ta irs  
more b e a u tifu l and cool than o ther bedrooms, of gay and rad ian t a c t iv i ­
t ie s  taking p lace  through i t s  co rrid o rs , and of romances. . . fresh  and 
b rea th in g ."  (Reader, p. 214). Nick, not an a lie n  to  the E stablishm ent, 
i s  l ik e  Gatsby responsive to  i t s  glamor—" I th ink  th a t  voice held  him 
most, w ith i t s  f lu c tu a tin g , feverish  warmth, because i t  co u ld n 't be 
overdreamed—th a t voice was a death less song." (p. 175).
But i f  the Establishm ent c rea tes  and seems to  love these v a lu es , 
i t  a lso  corrupts them. At the very end of the novel, F itzg e ra ld  picks 
up the  s ire n  image introduced in  the above passage, when he w rite s  of 
" the  old is lan d  here th a t  flowered once fo r Dutch s a i l o r s ' eyes—a 
fre sh , green b re a s t of the new world. I t s  vanished tr e e s , the tre e s  th a t 
had made way fo r G atsby 's house, had once pandered in  whispers to  the 
l a s t  and g re a te s t of a l l  h'jman dreams." (p. 238) Because of the E s tab lish ­
ment, the v irg in  tre e s  have made way not only fo r G atsby's house and Tom's,
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but fo r the waste land h a lf  way between West Egg and New York. Because 
of the Establishm ent, the "fresh  green b re a s t of the new world" has be­
come M yrtle 's  " l e f t  b re a s t.  . . swinging loose l ik e  a f la p , and there  
was no need to  l i s t e n  fo r  the h e a rt beneath ." (p. 206) Because of the 
Establishm ent, the lovely  s ire n  " th a t flowered once fo r Dutch s a i lo r s ' 
eyes,"  and flowered a lso  in  L o u isv ille  a t  the touch of G atsby 's l ip s ,  
has become a drunken woman in  a white evening d re ss , ca rried  on a s tre tc h e r  
by "four solemn men in  dress s u its "  who " tu rn  in  a t  a house—the wrong 
house. But no one knows the woman's name, and no one c a re s ."  (p. 235) 
Those who have the means to nurtu re  and cherish  the v is io n  of id e a l 
beauty have betrayed th e i r  t r u s t ,  and have created  in s tead  ug liness  and 
a t t r i t i o n .
I  have suggested, as the in f in i t iv e  phrase to  in d ic a te  the ana- 
gogy th a t takes p lace in  N ick's consciousness, "to  search fo r v a lu es ."
His l a s t  statem ent about h is  own values is  h is  "v iv id  memories of coming 
back West from prep school and l a t e r  from college a t  Christmas tim e." 
(Reader, p. 234) He co n tra s ts  a c h i ld 's  Christmas in  the Middle West 
w ith the " d is to r te d ,"  "grotesque" East (p. 234), which he sees as "a* 
n igh t scene by El Greco"; and he id e n t i f ie s  h im self w ith the o ther agen ts, 
saying th a t they "were a l l  W esterners, and perhaps we possessed some de­
fic ien cy  in  common th a t made us su b tly  unadaptable to  Eastern l i f e . "
(p. 234) The co n tra s t here seems to  be between ch ild  and grown-up : 
the Buchanans, Jordan, Gatsby, and Nick function  b e s t when they d o n 't 
have to  weigh va lues, when the values are s e lf -e v id e n t. G atsby 's m e rit, 
then , is  in  not searching fo r va lues; he has committed him self to  a 
s in g le  incarnation  of the meaning of the u n iverse , and he affirm s th a t 
meaning by giving h is  l i f e  to  i t .
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To sum up the experience of Gatsby and Nick: Gatsby dedicates
him self to  the Faustian  v is io n ; the v is io n  is  incarnated  in  Daisy; he 
s u b s ti tu te s  Daisy fo r  the o r ig in a l v is io n ; he is  aware of how fa r  she 
f a l l s  sh o rt of i t ,  but i s  s t i l l  committed to  th e ir  possessing each 
o th er; he re a liz e s  th a t they cannot possess each o th e r, and d ie s . As 
fo r Nick, he is  a t  f i r s t  confident of h is  values; they are  subsequently 
challenged by what happens to  Gatsby; he decides th a t the h ighest value 
is  to  affirm  a value by committing oneself to  i t ,  and goes back to  h is 
childhood to  find  such a value.
Nick and Gatsby are very American; in  fa c t the whole novel i s — 
no reader could possib ly  suppose the action  to  have taken place in  any 
o ther country. The l a s t  page of the s to ry , where Nick " sa t there  brooding 
on the unknown world" of the American w ilderness , makes i t  p la in  th a t 
what happens to  the characters stands as a symbol fo r what has happened 
to  America:
Gatsby believed in  the green l ig h t ,  the o rg ia s tic  fu tu re  
th a t year by year recedes before us. I t  eluded us then , but 
t h a t 's  no m atter—tomorrow we w il l  run f a s te r ,  s tre tc h  our 
arms fa r th e r—and one fin e  morning—
So we beat on, boats against the cu rren t, borne back cease­
le s s ly  in to  the p a s t.
The G reat Gatsby i s  obviously not a moral fa b le , not an exhorta tion  
to  ac tio n , but ra th e r  a p ic tu re  of what happens when we are ca re le ss . 
"C areless" i s  the e p ith e t Nick app lies to Tom and Daisy (p. 237); "reck­
le ss"  seems a more s u ita b le  one fo r us to apply to Gatsby h im self, but 
there  i s  a co rre la tio n  between the two: we Americans are  a ca re less  lo t—
reck less  in  what we commit ourselves to , care less  about following through 
when we have committed ou rse lves, c a re le ss  about affirm ing the values we 
claim th is  country in carn a te s . Because of our ca re le ssn ess , the only
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fu tu re  we have prepared fo r ourselves i s  the "o rg ia s t ic  fu tu re  th a t year 
by year recedes before u s ."  The only way to  go forward i s  to  go back, 
as Nick goes back to h is  childhood home—"C an't repeat the past?" c rie s  
Gatsby; "Why of course you can I" (p. 186)—to rediscover values th a t
we can affirm .
The Play As a Rendering of F itz g e ra ld 's  Novel
Owen Davis' claim  to  fame i s  th a t from 1897 to 1947 there  was
always a Davis play on the boards. He wrote hundreds of them. Many 
were su ccessfu l, some had high m erit; bu t good, bad, or in d if fe re n t, 
most of them were produced. He devoted many years of c a re fu l study and 
hard work to  g ra tify in g  the public  ta s te :  "knowing th a t I  lacked the
high ta le n ts  necessary fo r the re a lly  g rea t d ram atis t,"  he w rite  (Owen 
Davis, My F i r s t  F if ty  Years in  the T hea tre , Boston, W alter H. Baker Co., 
1950, p. 12) " I  decided. . . to watch and judge the  reac tio n s  of th e a tre  
audiences and to fu lly  understand why they laughed, or c r ie d , or shuddered."
He began w ith melodrama, since th a t  was the most re lia b ly  popular 
form a t the time. The rec ipe  he worked out included, he says, (F ifty  
Y ears, Ch. I ,  passim) a number of elem ents, of which the f i r s t  in  import­
ance i s  theme. The two he mentions are  "A ll fo r Love and the World Well 
Lost" and "The Wages of Sin is  Death." The p resen ta tio n  of these themes 
had to  be dramatic ra th e r  than verbal: the audience, few of them pros­
perous and many of them immigrants, were not h ighly  s k il le d  in  the p a t­
te rn s  of English speech. They were in te re s te d  in  simple emotions appro­
p r ia te  to c le a r-c u t s i tu a tio n s . A th ird  e s s e n tia l  was an in te re s tin g  
to p ic : many a w ell w rit te n , w ell constructed  play has f a i le d , he th in k s , 
because the author was not lucky enough to  h i t  on a sub jec t th a t appealed
to  the audience. (Owen Davis, I 'd  Like to  Do I t  Again, New York, F a rra r
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& Rinehard, 1931, p. 94).
The characters of melodrama, as enumerated by Davis, (I 'd  Like 
to  Do I t  Again, pp. 101-105) are stock characters who have been the 
mainstays of the th ea tre  since the time of P lau tus. There are e ig h t 
of them, he says: the Hero ("poor, or e lse  very young and very drunk.
I f  sober and wealthy he au tom atically  became a v i l l a in .  . . Brave th is  
hero must always be, and strong and kind, but i t  was un fo rtunate ly  d i f ­
f i c u l t  fo r him to be w ise, as the burden of troubles i t  was necessary 
to  load upon th is  poor man's shou lders, by way of suspense, would never 
have been ca rried  by any one but a t e r r ib le  s a p .) ;  the Heroine (" I f  
the hero was extremely poor, i t  was possib le  fo r  her to  be extremely 
w ealthy. . . Our heroine must be pure a t any c o s t, or e lse  she must d ie . 
There could be no temporizing w ith the "the  wages of s in  are death" 
slogan. In  a l l  my experience I never once saw i t  su ccessfu lly  d e f ie d ." ) ;  
The Heavy Man, or v i l l a in  ("Always wealthy; the s i lk  h a t was h is  badge 
of o f f ic e ." ) ;  The Heavy Woman ("There were two of h e r, the haughty lady 
of w ealth and so c ia l p o s itio n , q u ite  n a tu ra lly  the in s t in c t iv e  enemy of 
our audiences, and the 'bad woman' who in  these days was spoken of in  
a hushed w h isp er."); The Soubrette ("A working g i r l  w ith bad manners and 
a good h e a r t ." ) ;  The Comedian ("E ither I r i s h ,  Jew, or German, the  most 
im portant member of the company in  the old days and the one who drew 
the la rg e s t s a la ry ." ) ;  The Light Comedy Boy ("This charac te r was always 
a humble and f a i th fu l  fr ien d  of the lovers and was always in  love w ith 
the S o u b re tte ." ); The Second Heavy ("He was ju s t  a bum, a to o l of the 
v i l l a i n 's ,  and as i t  was usual to  k i l l  him along toward the middle of 
the second a c t ,  we never found i t  necessary to engage a very good a c to r ." ) .
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This l i s t  o f D avis' may w ell ra is e  an uneasy doubt in  the minds of 
modem c r i t i c s  as to  how much F itz g e ra ld 's  s to ry  was influenced by the 
melodramas he must have seen in  h is  childhood: was he, among o th er th in g s ,
try ing  to  ge t to  the bottom of these stock  characters  and discover what 
re a lly  went on in s id e  them? At any r a te ,  i t  may have occurred to Davis 
when he f i r s t  considered dram atizing The Great Gatsby th a t the s to ry  was 
a convenient amalgam of those two s u re - f i r e  themes, "A ll fo r  Love and 
the World Well Lost" and "The Wages of Sin i s  Death." And the to p ic  was 
the in tr ig u in g  s in fu ln e ss  of the Jazz Age—another ace in  the ho le . What 
he has done i s  to  make F itz g e ra ld 's  novel in to  a well-made melodrama: we
can d e tec t the hand of the m aster craftsm an who wrote over a hundred of 
them in  a decade fo r the te n - tw e n t- th ir ts . He has played ducks and 
drakes w ith F itz g e ra ld 's  p lo t ,  leaving out the most im portant episodes 
and adding a whole su b -p lo t about a smuggling operation  (two, i f  you 
count Tom's n igh t in  the ch au ffeu r 's  co ttage and the m ysterious c ig a re tte  
c ase ). No ch arac te r in  the play is  q u ite  the same as the charac te r 
F itzg e ra ld  c rea ted . The d iano ia , although not a lto g e th e r wanting, i s  re ­
duced to  tongue-clucking over the conduct o f the Jazz Age Jeunesse Dorée. 
Great gobs of F itz g e ra ld 's  d ic tio n  a l te rn a te  free ly  w ith g rea t gobs of 
Davis' own—and the d ifferen ce  is  p e rcep tib le  even to  a crude ea r . Spec­
ta c le  and music are  p le n t i f u l ,  but they are not the sp ec tac le  and music 
of F itzg e ra ld . Davis has fastened  upon Gatsby as a man w ith a v is io n , 
upon what the  v is io n  did to  h is  l i f e  and how i t  caused h is  death; and to  
th is  everything e lse  has been subordinated. Scribe him self could not 
have done a b e t te r  job of using every d e ta i l  of stage business fo r the 
so le  purpose of advancing the ac tio n .
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D avis' p lo t i s  a marvel of construction . The Prologue, of which 
the episodes and characters (except fo r the p r in c ip a ls )  have been in ­
vented e n tire ly  by h im self, is  an i l lu s t r a t io n  of the f i r s t  few lin e s  of 
the novel:
In  my younger and more vulnerable years my fa th e r  gave me 
some advice th a t I 'v e  been turn ing  over in  my mind ever s in ce .
"Ifhenever you fe e l l ik e  c r i t ic iz in g  any one," he to ld  me,
"Ju st remember th a t a l l  the people in  th is  world h av en 't had 
the advantages th a t you've had."
Davis shows th a t Daisy has the  disadvantage of belonging to  a c lass  which 
Gatsby can never re a lly  e n te r , and of having a domineering mother; Gatsby 
i s  an o u tc a s t, and is  u t te r ly  consumed by h is  v is io n . At the same tim e, 
Davis' Prologue has the same function  as N ick 's e th ic a l  proof—i t  p re­
pares us fo r the b e tra y a l of Gatsby.
Turning the Wilsons in to  servan ts (moving them in to  G atsby's 
household "bag, and as you might say, baggage," as Alexander W ollcott 
sa id ) makes them read ily  av a ilab le  a t  any time Davis wants to  use them. 
F itz g e ra ld 's  Wilsons were perhaps not chauffeur and parlorm aid types; 
so much the worse fo r F itz g e ra ld 's  W ilsons. Even the d e ta i l  of Jordan 
Baker coming on la te  in  Act I I  to  shock Nick w ith her one-piece bathing 
s u i t  has a p lo t function : she is  s t i l l  out a t the swimming pool a t  the
end of the ac t so th a t  Gatsby can c a l l  her to take Daisy home when he 
ch ivalrously  w ithstands h is  tem ptress' blandishm ents. The machinery does 
perhaps occasionally  creak a b i t ,  e sp ec ia lly  in  the episode of the ciga­
r e t t e  case; but then, F itzg e ra ld  h im self has to ld  us th a t Tom is  care­
le s s —and who cares i f  the machine creaks, as long as i t  works?
D avis' characters are  not exactly  the stock  melodrama characters  
he describes in  I 'd  Like To Do I t  Again; but these  o ld , old stand-bys 
of the dram atist are not a lto g e th e r absent from the play—we get glimpses
&
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of the  Heavy Man, the Comedian, the S oubrette , behind the more e laborate  
personae of F itz g e ra ld 's  c rea tio n . Gatsby him self has perhaps suffered  
the le a s t  change of any; but then F itz g e ra ld 's  Gatsby, as regards ex­
te rn a ls ,  i s  s t r a ig h t  out of H oratio A lger. I t  i s  tru e  th a t A lger's 
heroes do not become crooks, they simply become r ic h ; but then F itzgera ld
po in ts out th a t  upper-class money is  ju s t  as d ir ty  as Meyer Wolfsheim's
money. In  the show-down scene a t the P laza , Tom says of Gatsby: " I
picked him fo r a bootlegger the f i r s t  time I saw him, and I w asn 't fa r
wrong. "'What about i t ? '  sa id  Gatsby p o l i te ly .  ' I  guess your friend  
W alter Chase w asn 't too proud to come in  on i t . ' "  (p. 203) The only
thing Davis' Gatsby does th a t i s  in co n s is ten t w ith the character of 
F itz g e ra ld 's  Gatsby is  to  repel D aisy 's advances—the episode is  much 
more t r i t e  than anything in  the novel. The r e s t  of the added episodes— 
Gatsby taking leave of Daisy in  the Prologue, the smuggling operation, 
h is  paying o ff the defecting  serv an ts—are a l l  the s o r t  of thing F itz g e ra ld 's  
Gatsby might w ell have done.
Davis' Daisy, however, is  q u ite  d if fe re n t from F itz g e ra ld 's .
While in  the  novel we are  p rim arily  in te re s te d  in  her response to Gatsby, 
in  the  play she stands or f a l l s  by her p u rity . She is  e stab lished  even 
in  the Prologue as an an ti-h e ro in e  ; p u rity  meant f id e l i ty  as well as 
c h a s tity  in  melodrama, and a g i r l  who would forsake her true  love because 
her mother to ld  her to  was not a good g i r l .  D aisy 's im purity is  s tre ssed  
again in  Act I —fo r one th in g , she i s  o ld e r (e igh t years have passed in ­
stead  of fo u r ) , fo r another, she is  h a rder. I t  i s  she who has arranged 
to meet Gatsby a t N ick 's house, while in  the  novel Gatsby arranged i t ,  
and d id n 't  want Daisy to  know he was going to  be th e re . F ina lly  in  Act I I  
her wanting Gatsby to  be her lover i s  made the focus of her unworthiness ; 
i t  i s  given the same s ta tu s  as her le t t in g  Gatsby take the consequences
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of running over M yrtle has in  the novel. She emerges as an amalgam 
of the Heroine who i s n ' t  pure and so must d ie (or lose  her s ta tu s  of 
heroine) and the wicked so cie ty  woman who is  the n a tu ra l enemy of the 
audience.
At f i r s t  b lush i t  seems th a t Jordan Baker f u l f i l l s  th is  l a t t e r  
ro le : she is  r ic h ; she has cheated in  the g o lf tournament, and thus
t r i f l e d  w ith the f a i th ,  i f  not of f i f t y  m illion  people, of however many 
hold f a i r  play in  g o lf tournaments as an a r t ic le  of th e i r  creed; fa r  
worse, she has gone fo r a midnight swim in  a one-piece bathing s u i t .
But in  fa c t Jordan has much more the flav o r of the S oubrette, perhaps 
because of some conditioned audience re flex es  th a t Davis leaves out 
of h is  account: by age-old th e a tr ic a l  and op era tic  tr a d i t io n  (Mincing
in  A ll For Love, Susanna in  The Marriage of F igaro , e tc . )  the Soubrette 
is  the H eroine 's maid or companion; and F itzg era ld  him self has placed 
Jordan in  th is  ro le . She is  w ith Daisy when Daisy is  f i r s t  introduced, 
and i s  p resen t a t  most of the c r i t i c a l  scenes th a t involve Daisy; she 
was D aisy 's bridesm aid; more im portant, N ick 's re la tio n  to  Jordan seems 
to  be c lose ly  geared to h is  responses to  the a f f a i r  between Daisy and 
Gatsby. One is  reminded of Sheridan 's The C r i t i c : when the m istress
has a broken h e a r t ,  the companion has a broken h e a r t;  when the m istress 
goes mad, so does the companion. In  both novel and p lay , the development 
of Jordan i s  a s o r t  of barometer fo r the development o f Daisy: as Gatsby
makes love to  Daisy, Nick makes love to  Jordan; as Daisy becomes un­
worthy of Gatsby, Jordan becomes unworthy of Nick.
Davis has mentioned one a t t r ib u te  of the Soubrette th a t apparently 
was abso lu tely  de rig eu r in  melodrama: the Light Comedy Boy must be in
love w ith h e r. " I  re c a l l  once try ing  to have th is  charac te r in  love with
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some one e ls e ,"  w rites  Davis ( I 'd  Like To Do I t  Again, p. 105)—but I 
had to  rew rite  the p lay . The audience got too bew ildered." Nick, 
w ithout any funny lin e s  to  speak, does seem to play the ro le  of Light 
Comedy Boy by Davis' d e f in itio n  of the term: he is  f a i th fu l  frien d  of
the lo v e rs , and is  in  love w ith Jordan.
But Davis' Nick is  more than th is :  a t  le a s t  a t  c e r ta in  p o in ts ,
he is  the raisonneur—not the point-of-view  charac te r (I have mentioned 
the d if f ic u l ty  of p resenting  poin t-of-v iew  characters on a r e a l i s t i c  
s ta g e ) , y e t the one who occasionally  u t te r s  what the audience is  expected 
to  fe e l . He reac ts  w ith d is ta s te  to  the v u lg a rity  of Meyer Wolfsheim, 
he disapproves of a possib le  l ia is o n  between Daisy and Gatsby, he is  
shocked a t  Jordan 's  going swimming, e tc .  F in a lly , w ith what seems to 
me b r i l l i a n t  in s ig h t in to  how Nick functions in  the novel, Davis has Nick 
say in  the concluding l in e  of the p lay , "He was the b est of the whole 
damned crowd of us" in stead  of F itz g e ra ld 's  "You're worth the whole damn 
bunch put to g e th e r."  In  the p lay , Nick judges h im self, as I  claim he 
does in  the  novel, although perhaps le ss  consciously than in  the p lay ;
and in so fa r  as he speaks fo r the audience, he judges general American
a tt i tu d e s  of mind.
In the play as in  the novel, Meyer Wolfsheim is  the shadow, in  
the Jungian sense, to  N ick's persona: i f  N ick 's i s  the voice of the 
v is ib le  America, Wolfsheim's is  the voice of the underworld, i t s  in v is ib le  
coun terpart. But in  the p lay , he i s  a major ch arac te r. Not only i s  he 
im portant in  Davis' su b -p lo t, but a lso  he functions in  the play as he 
does in  the novel, to  show th a t Gatsby is  a g re a t man in  the underworld.
But the most s tr ik in g  e labo ration  th a t Davis has wrought in  the way of 
dram atic technique i s  to  take f u l l  advantage of Wolfsheim's comic p o s s ib i l i t i e s .
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At h is  f i r s t  entrance a t  the beginning of Act I he e s ta b lish e s  him self 
as the fam ilia r Jew Comedian w ith laughably uncouth h ab its  such as 
wearing c u ff- lin k s  made of human m olars; throughout the  p lay , more o ften  
than not he is  on-stage to  get laughs.
Davis’ Tom Buchanan f i t s  p e rfe c tly  comfortably in to  the ro le  of 
The Heavy Man, whose s i lk  h a t (or o ther item of conspicuous consumption) 
is  h is  badge of o f f ic e . Once the audience knows th a t he i s  r ic h , th e re  
is  no fu r th e r  need to  t e l l  them th a t he is  wicked. There i s  no scene in  
the play analogous to  the one in  the novel where Tom breaks M y rtle 's  
nose. Nor i s  th e re  any suggestion th a t Tom represen ts  the power th a t 
ru le s  Gatsby’s destiny  and the destiny  of America. I t  is  q u ite  s u f f i ­
c ien t fo r  Davis' purposes to  dep ic t Tom simply as the Wrong Man whom 
Daisy m arried. The audience knows a t  the end of the Prologue th a t Daisy 
has chosen Riches over Romance, and by long h ab itu a tio n  i t  knows pre­
c ise ly  the s o r t  of bed she has made fo r h e rs e lf  to  l i e  in . E laboration  
of Tom's ch arac te r beyond th a t of mere v i l l a in  would be superfluous.
And lik e  the stock  v i l l a in  of melodrama, he con tro ls  The Second Heavy: 
Wilson has been s trip p ed  of a l l  c h a ra c te r is t ic s  beyond being ju s t  a bum 
and a to o l of Tom's.
And y e t D avis' charac te rs  are not f l a t ,  however s im p lified  and 
stereo typed . We somehow do not ge t the impression th a t they are no 
more than devices, as we do w ith M osel's minor ch arac te rs . Apparently 
Davis, in  the course of h is  v a s t experience, had mastered the t r ic k  of 
bringing h is  characters  to  l i f e .  He has n o t, however, been so successfu l 
w ith h is  d ic tio n : as soon as he stops using F itz g e ra ld 's  words, he f a l l s
in to  a language notably in fe r io r .  I t  i s  almost im possible to  read such 
lin e s  as those in  the closing scene (and in  many o thers) w ith anything
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but a melodramatic in to n a tio n . Moreover, most of the F itzg era ld  passages 
th a t Davis in te rp o la te s  were not conversation in  the novel, but N ick 's 
thought; and p a r tic u la r ly  in  G atsby 's l in e s ,  th e re  is  a rude je rk in g  back 
and fo rth  between in a r t ic u la te  country boy and romantic poet. Davis him­
s e l f  has sa id  th a t the audience to  which he had most su ccessfu lly  addressed 
him self was not s k il le d  in  the rhythms of English speech; and whether 
through lack  of p ra c tic e  o r lack  of endowment, he has not the a r t  of 
w ritin g  n a tu ra l conversation.
To move on to  the elements o f sp ec tac le  and music: Davis makes
no attem pt to  include what might be ca lled  the  free  a sso c ia tio n  g e s ta lts  
of F itzg e ra ld , except in  G atsby 's l in e s . We do have the  blocks of the 
sidewalk going up l ik e  a ladder to  a p lace above the t r e e s ,  Daisy b lo s­
soming l ik e  a flow er a t the touch of G atsby's l ip s ,  and so on; but we have 
nothing of the drunken woman on a s t r e tc h e r ,  or the Dutch s a i lo rs  coming 
upon the American shore (of course in  r e a l i s t i c  drama these b i t s  of spec­
ta c le  could appear only in  the dialogue; and there  are p i t f a l l s  involved 
in  p u ttin g  word p ic tu res  in  s tag e  dialogue, as G atsby's l in e s  s u f f ic ie n tly  
i l l u s t r a t e ) .
A playw right, however, must consider the v isu a l and auditory  im­
pact of h is  p lay—in  f a c t ,  many commentators on the drama have suggested 
th a t the s c r ip t  of any play i s  no more than a short-hand fo r a s e r ie s  of 
g e s ta l ts .  S ights and sounds a re  not introduced to  s e t  tone and convey 
atmosphere, as in  a novel—they are  the p lay . Davis of course knew th is  
very w ell, and h is  use o f music and sp ec tac le  i s  never a rb itra ry . He 
has done a m asterly job , p a r t ic u la r ly  in  the second a c t ,  of using audio­
v isu a l e ffe c ts  to  emphasize the taw driness of G atsby's world as against 
h is  ded ica tion  to  h is  dream: the windows open from the l ib ra ry  onto the
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veranda, where th e re  is  the sound of ta lk  and laugh ter. Enter C atherine,
M yrtle’s chorus g i r l  fr ien d .
C atherine: (drops a lig h te d  c ig a re tte  on the l ib ra ry  f lo o r ,
a man is  w ith h e r. Dance music s t a r t s . )  "MeyerI Well I ’l l  
be damned!" Meyer: " I t ' s  mutual!" C atherine: (She takes 
h is  arm—takes him up and out on veranda) "Here’s a sw ell 
chance fo r you to  be a cut-up Meyer, a l l  the drinks are on 
the house." Meyer: "A ll r ig h t .  I ’m coming." (Meyer e x its  
to  crowd leaving  Gatsby alone w ith Nick. The crowd stands 
on veranda—footmen pass d rin k s .)  Nick: "VJhat they say is
tu re , I  suppose, about the crowd who come here to  your 
p a r t ie s ."  Gatsby: "ifhy yes, old man, i t ’s tru e  enough."
Nick: "But why do you stand fo r i t ? "  Gatsby: "Why not?"
Nick: "To e n te r ta in  God knows who!" Gatsby: "To keep open
house! T hat’s one of the phrases I  always lik ed  the sound 
o f, but I had another reason ."  Nick: " I  don’t  ge t i t . "
(Music s to p s .)  Gatsby: " i f  a l l  Long Is land  came d r if t in g
through these rooms of mine I knew th a t sooner or l a t e r  she 
would come, ju s t  as she is  coming to n ig h t."
Here we have the v isu a l e f fe c t  of the crowd on the veranda, of the entrance 
of C atherine (no doubt she was dressed lik e  a cheap chorus g i r l ) ,  of her 
throwing h e r lig h te d  c ig a re tte  on the f lo o r , of the free  drinks being 
passed by the footmen. We have fu r th e r  the very im portant aud ito ry  e f­
fe c t of the dance music: i t  s t a r t s  a t  the po in ts where Davis wishes to
underline  the  ugly r e a l i ty ,  and stops when Gatsby gets on the su b jec t of 
h is  b e a u tifu l dream.
Marius Bewley (Twentieth Century In te rp re ta t io n s , p. 49) comments 
as follows upon one of F itz g e ra ld ’s devices fo r c rea ting  atmosphere. He 
i s  re fe rr in g  to  the passage (pp. 174-175) where K lipspringer i s  playing 
the piano on the occasion of G atsby's f i r s t  meeting w ith Daisy a f te r  her 
marriage :
In  view of such w ritin g  i t  is  absurd to argue th a t F itz g e ra ld ’s 
a r t  was a v ic tim  of h is  own a t tra c t io n  to the Jazz Age. The 
snatches of song th a t K lipspringer sings evoke the period w ith an 
immediacy th a t i s  necessary i f  we are to understand the p e cu lia r  
poignancy of G atsby 's o rdeal. But the songs are more than evocative. 
They provide the iro n ic  m usical prothalamion fo r Gatsby’s romance.
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and as Gatsby l is te n s  to  them an in tim ation  of the p ra c tic a l  
tru th  presses in  on him. . . in  the f a in t  s t i r r in g s  of G atsby's 
recognition  there  is  fo r a moment, perhaps, a p o s s ib i l i ty  of 
h is  escape. But the essence of the American dream whose 
tragedy Gatsby is  enacting is  th a t i t  liv e s  in  a p ast and a 
fu tu re  th a t never e x is ted , and is  h e lp less  in  a present th a t 
does.
Davis too seems to  use music as a "prothalamion fo r G atsby's romance."
I  have chosen th is  p a r tic u la r  passage from Act I I  almost a t random: 
a ca re fu l reading of the  s c r ip ts  shows th a t  th is  p a tte rn  of the s ta r t in g  
and stopping of the music i s  remarkably co n sis ten t.
To sum up: Davis has v io le n tly  a lte re d  every one of the elements
of F itz g e ra ld 's  s to ry —every one, th a t  i s ,  except the anagogy i t s e l f :  
in  s p i te  of a l l  the profound changes, F itz g e ra ld 's  and Davis' anagogies 
are the same. Davis' play is  a s tr ik in g  i l lu s t r a t io n  of the p rin c ip le  
th a t q u a lity  does not depend upon the anagogy. I t  i s  n o t, a t  le a s t  
from our po in t of view in  1970, a very good p lay , and any attem pt to 
revive i t  would undoubtedly e l i c i t  screams of outrage from readers who 
have appreciated  the beauty and the su b tle ty  of F itz g e ra ld 's  novel.
Davis' The Great Gatsby is  not anything l ik e  so good as F itz g e ra ld 's  
The Great Gatsby: i t  i s  not even, by a long way, nearly  so good as
M osel's A ll The Way Home; and y e t Davis, l ik e  F itzg e ra ld , has presented 
the comi-tragedy of a man who worshiped an id o l in  s p i r i t  and in  tru th ,  
and in  doing so he has led  us to  th ink  about our values.
CHAPTER V 
THE OLD MAID 
The Novel
"Those w e ll-fed , slow-moving people. . . liv ed  in  a gen tee l 
monotony of which the surface was never s t i r r e d  by the dumb dramas now 
and then enacted underground. . . S ensitive  souls in  those days were 
l ik e  muted keyboards on which Fate played w ithout a sound." Thus w rites 
Edith Wharton on the f i r s t  page of her novel about upper-class l i f e  in  
New York in  the 1850's .  (Old New York. The Old Maid [The ' f i f t i e s ] .
New York, Appleton, 1924, p . 4 ). The sentence se ts  the tone fo r th is  
s to ry  of how two women brought up the ch ild  who was the i l le g i t im a te  
daughter of the man they both loved, and of the s a c r if ic e s  each made to 
ensure the g i r l 's  happiness. The f i r s t  episode in  the novel is  the in ­
troduction  of these women, f i r s t  D elia Ralston and then her cousin 
C harlo tte  Lovell.
P a rt I
N-1 The f i r s t  chapter begins with some exposition  of the Ralston
family background; "They had not come to  the colonies to  die fo r a creed 
bu t to  l iv e  fo r a bank-account". . . " In s t i tu t io n a l  to  the core, they re­
presented the conservative element th a t holds new so c ie tie s  toge ther as 
seap lan ts bind the seashore". . . "Compared with the R alstons, even such
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t r a d i t io n a l i s t s  as the L ovells , the Halseys or the Vandergreaves ap­
peared c a re le s s , in d if fe re n t to  money, almost reck less  in  th e ir  impulses 
and in d ec isio n s" . . . "Shopkeepers to  the  marrow, they put in  th e ir  win­
dows the wares th e re  was most demand fo r ,  keeping th e i r  p riv a te  opinions 
fo r  the back-shop, where through lack  of use, they gradually  lo s t  sub­
stance and colour". . . "The fourth  generation  of Ralstons had nothing 
l e f t  in  the way of convictions save an acute sense of honour in  p riv a te  
and business m a tte rs" . . . "People sa id  'The R alstons ' when they wished 
to  invoke a precedent. . . the fourth  genera tion , to which D elia R alsto n 's  
husband belonged, had the ease and s im p lic ity  of a ru lin g  c la s s ."  (pp. 4 -9 ). 
This i s  the f i r s t  mention of D elia; the second follows on the next page, 
completing the exposition  of the R alstons: "the c a re fu lly  b u ilt-u p  Ralston
ch arac te r was now so congenital th a t D elia  Ralston sometimes asked h e rs e lf  
whether, were she to  tu rn  h e r own l i t t l e  boy loose in  a w ilderness , he 
would no t c rea te  a sm all New York th e re , and be on a l l  i t s  boards of d irec ­
to r s ."  (p. 10).
This i s  the f i r s t  glimpse the au thor gives us of D e lia 's  po in t of 
view. She goes on to  mention D e lia 's  m arriage to  James Ralston fiv e  years 
b efo re , and her p resen t s i tu a tio n  as " e s ta b lish ed , the mother of two 
ch ild ren , the possessor of a generous allowance of pin-money, and, by com­
mon consent, one of the  most popular 'young m atrons' (as they were ca lled ) 
of her day." (pp. 10-11). D elia  "was too near to  the p rim itiv e  Ralstons 
to  have as c lea r  a view of them as , fo r  in s tan ce , the son in  question 
might one day command". . . Yet th a t tremor of the  muted key-board. . . 
would now and then so d ivide her from them th a t fo r a f le e tin g  moment 
she could survey them in  th e i r  re la t io n  to  o ther th in g s ."  The "muted key­
board ," then , i s  D elia  h e r s e lf ,  and hers i s  the s e n s itiv e  sou l upon which 
Fate plays w ithout a sound, (p. 11).
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But a t  th is  po in t in  the s to ry  she foresees no d i f f i c u l t i e s ,  and 
is  as ca refree  as a g i r l .  She is  busy admiring the new bonnet she has 
bought fo r the forthcoming m arriage of her cousin C harlo tte  to  her hus­
band 's cousin Joseph R alston. She is  p lac id ly  g ra te fu l to  her kind hus­
band, who has to ld  h e r to  spare no expense on the bonnet; and she is  
g ra te fu l fo r h er p o s itio n  as a young matron of the ru lin g  c la s s . She 
considers th a t  C h atty 's  m arriage w il l  be ju s t  l ik e  her own; "the kind 
of a llia n c e  which a n ice  g i r l  in  the n ic e s t  s e t  would serenely  and blush- 
ingly  fo rec as t fo r  h e r s e l f ."  She th inks uncomfortably about "afterw ard"— 
"the incomprehensible exigencies of the young man," "the te r ro r  of seeing 
him calmly shaving the next morning, in  h is  s h ir ts le e v e s ,"  "the evasions, 
in s in u a tio n s , resigned sm iles and B ible tex ts  of one 's  Mamma;" and f in a lly  
of " the  growth of h a b it ,  the in sid io u s  lu l l in g  of the m a tte r-o f-co u rse ,"  
and "the babies who were supposed to  make up fo r every th ing , and d id n 't— 
though they were such d a rlin g s , and one had no d e f in i te  no tion  as to 
what i t  was th a t one had m issed, and th a t they were to make up fo r ."  "Only," 
she concludes, " C h a rlo tte 's  bedroom would c e r ta in ly  not be as p re tty  as 
h e rs ."  (pp. 14-15).
She looks ap p rec ia tiv e ly  a t her fa v o rite  ob je t d 'a r t , an ormolu 
clock rep resen ting  a shepherd s te a lin g  a k is s  from a shepherdess. This 
was a wedding g i f t  from her aunt Mrs. Manson M ingott, "a dashing widow 
who liv ed  in  P a ris  and was received a t the T u ile r ie s ."  I t  had been in ­
tru s te d  by Mrs. M ingott to  young Clement Spender, "on h is  way back from
I ta ly .  D elia would have m arried Clement in s tead  of Jim i f  he had not
been an impecunious p a in te r , who had no ta s te  fo r  New York and the law."
The family has c r i t ic iz e d  D elia fo r not p lacing  th is  handsome a r t i c le  in  
the drawing-room (they are in  awe of Mrs. M ingott's  t a s t e ,  and although
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they disapprove of her "fo re ig n n ess ,"  i t  never occurs to them th a t there  
might be anything suggestive in  the s ta tu e t te ) ;  but D elia " lik e d , when 
she woke up in  the morning, to see the bold shepherd s te a lin g  h is  k is s ."  
(pp. 16-17).
D elia goes on to  th ink  w ith a r t le s s  complacency of h er cousin 
C h arlo tte ’s in f e r io r i ty  to  h e r s e lf  in  po in t of looks and fo rtu n e . U n til 
her recen t engagement, everyone had supposed th a t C harlo tte  would be an 
old maid. True, when she came o u t, although her looks were " re g re tta b le ,"  
many young men thought her p r e t ty ,  among them Joe R alston (here C harlo tte  
i s  described: from D e lia 's  conventional po in t o f view, C harlo tte  is  not
a t t r a c t iv e ;  bu t through D e lia 's  point of view, the reader sees an unmis­
takab le  image of a h ighly  sexed woman, one whom many men would respond to ) . 
But C harlo tte  became i l l ,  and went to  Georgia fo r a year to  recover; when 
she came back, she dressed l ik e  a Quaker and s ta r te d  a day-nursery which 
D elia occasionally  v i s i t s .  (This in te re s t in g  career of her co u sin 's  sug­
gests  nothing untoward to  D e lia .)  "The m arried cousin confusedly f e l t  
th a t her own a ffe c tio n  fo r h e r handsome ch ild ren  was a mild and measured 
sentim ent compared w ith C h atty 's  f ie rc e  passion fo r the w aifs . . ."  (p. 23) 
But a l l  th a t w i l l  be changed, and b e t te r  th ings are in  s to re  fo r  C harlo tte  
now th a t  she is  to  marry a R alston—by " b e t te r  th in g s ,"  D elia obviously 
means a f u l l ,  r ic h  l i f e  l ik e  h e r oxm.
At th is  moment C harlo tte  e n te rs , and t e l l s  D elia th a t she cannot 
marry Joe because he in s i s t s  on h er giving up her nursery school; and th is  
she cannot do because one of the ch ild ren  in  the school is  her own.
N-2 D elia , p e t r i f ie d  w ith shock, takes her cousin in to  her arms. She
th inks f i r s t  th a t her own husband would fe e l  ju s t  as Joe does—th a t h is
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w ife 's  working in  a day nursery might bring contagion in to  th e ir  home.
Then i t  occurs to her to  wonder what Clem would say i f  he were her husband:
The thing was hard to  imagine; ye t in  a fla sh  of mental re a d ju s t­
ment D elia saw h e rs e lf  as Clem's w ife , she saw her ch ild ren  as h is ,  
she p ic tu red  h e rs e lf  asking him to  l e t  her go on caring fo r the 
poor waifs in  the Mercer S tree t s ta b le , and she d is t in c t ly  heard 
h is  laugh and h is  l ig h t  answer: "Why on earth  did you ask, you
l i t t l e  goose? Do you take me fo r  such a Pharisee as tha t?"
Yes, th a t was Clem Spender a l l  over—to le ra n t ,  re c k less , in ­
d if fe re n t to  consequences, always doing the  kind thing a t  the mo­
ment, and too o ften  leaving others to  pay the score. "There 's 
something cheap about Clem," Jim had once sa id  in  h is  heavy way.
(p. 36).
D elia is  f lu s te re d , h o r r if ie d —"such th in g s , even i f  they had to  be sa id , 
should not have been spoken in  her bedroom so near the sp o tle ss  nursery", 
(p. 33)—and she is  anxious about what people w il l  say i f  the wedding is  
broken o ff . But underneath her shock, she has go tten  her f i r s t  confused 
glimpse of the true  nature  of her own fee lings about Clem. Suspicious, 
she forces an avowal from C harlo tte  th a t Clem is  the c h ild 's  fa th e r .
C h arlo tte , in  co n tra s t to  her cousin, cares nothing fo r "people,"
not even the R alstons, and she is  very c lea r about her own fee lings fo r
her former lover: she takes f u l l ,  almost casua l, re sp o n s ib il ity  fo r  the
a f f a i r ,  seeming to  fe e l n e ith e r g u ilty  nor sen tim ental—Clem is  no longer
im portant to h e r , i t  is  the ch ild  th a t she is  concerned about:
"Oh, why did you make me t e l l  you? I  knew you'd never understand.
I 'd  always cared fo r him, ever s ince  I came out; th a t was why I 
w ouldn 't marry any one e lse . But I  knew there  was no hope fo r me 
. . .  he never looked a t anybody but you. And then , when he came 
back four years ago, and there was no you fo r him any more, he began
to  no tice  me, to be k ind , to  ta lk  to  me about h is  l i f e  and h is  p a in t­
ing. . ."  She drew a deep b re a th , and her voice c leared . "T hat's  
over—a l l  over. I t ' s  as i f  I  co u ld n 't e i th e r  hate him or love him.
There 's only the ch ild  now—my ch ild . He d o esn 't even know of i t —
why should he? I t ' s  none of h is  business; i t ' s  nobody's business 
but mine. But su re ly  you must see th a t I  c a n 't  give up my baby."
D elia Ralston stood speech less, looking away from her cousin 
in  a growing h o rro r. She had lo s t  a l l  sense of r e a l i ty ,  a l l  fe e l­
ing of sa fe ty  and s e lf - re l ia n c e . Her impulse was to  c lose her
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ears to  the o th e r 's  appeal as a ch ild  b u r ie s . i t s  head from 
midnight te r ro r s .  At l a s t  she drew h e rse lf  up, and spoke 
w ith dry l ip s .
"But what do you mean to  do? Why have you come to me?
I'Thy have you to ld  me a l l  th is? "
"Because he loved youl" C harlo tte  Lovell stammered ou t; 
and the two women stood and faced each o ther, (pp. 41-43).
D elia , convinced th a t C h a r lo tte 's  m arriage ought not to  take p lace ,
cannot see how i t  i s  to  be avoided w ithout a scandal. She says she
needs time to  th ink . She decides to  go fo r a walk to consider the
s i tu a t io n ,  and t e l l s  C harlo tte  to  stay  there  u n t i l  she re tu rn s .
N-3 D elia goes to  v i s i t  C h a rlo tte 's  nursery. There she finds
C h a r lo tte 's  c h ild , Tina, whom she in s ta n tly  recognizes by her resem­
blance to  Clem. She remembers th a t the ch ild  i s  being brought up by 
a Negro fam ily. According to  the woman who is  in  charge of the ch ild ­
ren , Tina is  in  ra th e r  f r a i l  hea lth  and "d o n 't play l ik e  the o ther 
ch ild ren , somehow." (p. 52). The ch ild  takes a strong fancy to  D elia. 
Much moved, D elia goes back home to C h arlo tte , b u rs ts  in  upon h e r , and 
says, "Chatty—Chatty, I 'v e  thought i t  out. L isten . Whatever happens, 
the baby s h a n 't  s tay  w ith those people. I  mean to keep h e r ."  (p. 53). 
C harlo tte  t r i e s  to  speak, but sinks back in  her chair and, to D e lia 's  
t e r r o r ,  s p i ts  blood. But C harlo tte  reassures her, saying th a t her lung 
is  almost healed. D elia repeats her promise to keep Tina h e r s e lf ,  and 
says she w il l  work out some way to manage i t .  C h arlo tte , somewhat 
so laced , goes home.
N-4 That evening. Jim Ralston brings Joe home to  d inner. Joe wants
to  ta lk  to  D elia about C h arlo tte 's  working in  the nursery . D elia re a liz e s  
th a t "he was very much in  love. At a word from D elia , . . .  he would 
y ie ld , and C harlo tte  gain her p o in t, save the c h ild , and marry him. . . 
and y e t i t  must not be! . . . A ll the tra d itio n s  of honour and prob ity
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in  which she had been brought up forbade her to connive a t  such a p lan .
She could conceive. . . of su b tle  rev o lts  against the h ea rtle ssn ess  of 
the so c ia l ro u tin e . But a l i e  she could never connive a t"  (pp. 65-66).
She t e l l s  Joe th a t Chatty has su ffered  a re tu rn  of her consumption.
Joe is  deeply grieved; b u t, lik e  any R alston , he would never knowingly 
introduce d isease  in to  h is  fam ily. He fu lly  accepts th a t  the m arriage 
is  im possible. A fter Joe leaves, she arranges w ith h e r husband to  as­
sume the f in a n c ia l re sp o n s ib il ity  fo r Tina.
N-5 The next morning. D elia t e l l s  Chatty of the arrangement she
has made: the m arriage i s  to  be broken o f f ,  but Jim is  w illin g  to
e s ta b lish  Chatty in  a l i t t l e  house where she can have Tina to  l iv e  with 
her.
P a rt I I
N-6 Several years have passed. Jim Ralston has d ied , and D elia has
taken C harlo tte  and Tina in to  her home, and brought Tina up w ith her
own ch ild ren . Tina, "im pelled by an in s t in c t  of im ita tio n  which no one 
took the troub le  to c o rre c t, . . . always ca lled  D elia  R alston "Mamma" 
and C harlo tte  Lovell "Aunt C hatty ." C harlo tte  has recovered her h e a lth , 
but has become a ty p ic a l old maid. There is  a scene in  which Tina (now 
about eighteen) h u rts  C harlo tte  by saying to  D elia "Do t e l l  Aunt C harlo tte  
not to  be so d readfu lly  o ld-m aidish ." L ater in  the evening when D elia 
expresses to  C harlo tte  her d isp leasu re  a t T ina 's  rudeness, C harlo tte  says 
th a t she would ra th e r  Tina did th ink  of her as an old maid: i t  is  the
only sure way, she th in k s , to  conceal th e ir  true  re la tio n sh ip  from her 
daughter. "But d o n 't p ity  me," she says. "She's mine."
N-7 D e lia 's  thoughts. The chapter develops the p o in t th a t  D elia
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and C h arlo tte , though outwardly on p leasan t term s, are in  fa c t r iv a ls  fo r 
the p o s itio n  of T in a 's  mother. Tina p re fe rs  D elia , "yet whenever any 
question arose about the g i r l  i t  was always C harlo tte  who gained her 
p o in t."  (p. 101) " I t  had never before occurred to  D elia th a t  her in ­
fluence over Tina might be resen ted ; now the discovery flashed  a l ig h t  
fa r  do;m in to  the abyss which had always divided the two women." (103) 
D elia is  aware th a t in  s p i te  of T in a 's  preference fo r h e rs e lf  and her 
own compassion fo r her cousin , she envies C harlo tte .
N-8 Some weeks l a t e r .  Tina i s  out a t a b a l l ,  and D elia and C harlo tte
are d iscussing  her fu tu re . Tina has become strong ly  a ttra c te d  to  banning 
Halsey, the  le a s t  s ta b le  of the Halseys; he has not ye t chosen a p ro fes­
sion , and h is  only income is  a sm all allowance from h is  fam ily, which may 
be stopped i f  he m arries ag ain st th e ir  w ishes. Although the two women 
do not mention him, D elia i s  reminded of Clem, " ir r e s o lu te , impecunious, 
persuasive . Ah, i f  only she had l e t  h e rs e lf  be persuaded I" (p. 116) 
banning has to ld  Tina th a t he cannot a ffo rd  to  marry her; but he continues 
to  see h e r. D elia becomes aware th a t she has always known th a t i t  would 
be d i f f i c u l t  to  find  a husband for Tina, a g i r l  w ith no money and no re a l 
fam ily; she re a liz e s  a t  the same moment th a t "much as she desired  T in a 's  
happiness, some inmost se lf ish n e ss  whispered how much le ss  lonely  and 
purposeless the close of her own l i f e  would be should the g i r l  be forced 
to share i t . "  (p. 117). She says to  C h arlo tte ,
"But, in  any case, su re ly  Tina need not be unhappy h e re , w ith us 
who love her so d ea rly ."
"Tina an old maid? Never!" C harlo tte  bovell rose ab rup tly , 
her closed hand crashing down on the slender w ork-tab le. "My 
ch ild  s h a ll  have h er l i f e .  . . her own l i f e .  . . whatever i t  
costs  me. . ."
D e lia 's  ready sympathy w elled up. " I  understand your fe e lin g .
I  should want a lso . . . hard as i t  w il l  be to  l e t  her go. But
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su re ly  th e re  i s  no hurry—no reason fo r looking so fa r  ahead.
The ch ild  i s  not twenty. W ait."
C harlo tte  stood before h e r, m otionless, perpendicu lar. At 
such moments she made D elia th ink  of lava s tru g g lin g  through 
g ra n ite : there  seemed no issue  fo r the f i r e s  w ith in .
"Wait? But i f  she d o esn 't w ait?"
"But i f  he has withdrawn—what do you mean?"
"He has given up marrying her—but not seeing h e r ."
D elia sprang up in  her tu rn , flushed and trem bling.
"C harlo tte l Do you know what yo u 're  in sinua ting?"
"Yes; I  know."
"But i t ' s  too outrageous. No decent g i r l —"
The words died on D e lia 's  l ip s .  C harlo tte  Lovell held her 
eyes inexorably . "G irls  are not always what you c a l l  decent," 
she declared .
(pp. 117-119)
D elia th inks fo r  the f i r s t  tim e, w ith a shock, th a t  Tina may do 
what her mother has done. She is  appalled , but sees the force of C h a r lo tte 's  
p o in t. C harlo tte  says she must take Tina away from a l i f e  where she w ill  
be exposed to  a s e r ie s  of admirers who w il l  never marry h e r; C harlo tte  
plans to take her to  " liv e  somewhere where w e 're  not known, where we
s h a ll  be among p la in  people leading p la in  l iv e s .  Somewhere where she can
find  a husband, and make h e rs e lf  a home. (p. 122). D elia i s  no le ss  ap­
p a lled  a t  th is  suggestion . She th inks to  h e rs e lf :
The change might only p re c ip ita te  a tragedy. D e lia 's  experience 
was too lim ited  fo r her to  p ic tu re  exactly  what might happen to 
a g i r l  l ik e  Tina, suddenly cut o ff from a l l  th a t sweetened l i f e  
fo r h er; but vague v is io n s  of re v o lt and f l i g h t—of a " fa l l"  
deeper and more i r r e t r ie v a b le  than C h a r lo tte 's —flashed  through 
her agonized im agination.
" I t ' s  too c ru e l—i t ' s  too c ru e l,"  she c r ie d , speaking to 
h e rs e lf  ra th e r  than to C harlo tte , (p. 123)
C h arlo tte  cuts the conversation sh o rt by saying th a t i t  i s  time fo r bed.
D elia understands th a t  th is  i s  C h a r lo tte 's  way of saying th a t only she
has the r ig h t to  determine what s h a ll  be done w ith  Tina. D elia says
noth ing , but i s  to m  between resentment of C harlo tte  and compassion fo r
h e r. The two women go to  th e i r  rooms.
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N-9 L ater the same evening, D elia, alone in  her room, looks back a t
the circumstances th a t have changed her in to  a tru e  R alston,
. . . liv in g  the l i f e  meant fo r another woman, a woman to ta l ly  
unrelated  to the v iv id  D elia Lovell who had entered th a t house 
so f u l l  or plans and v is io n s . . .
The change had come on the day when C harlo tte  Lovell, 
cowering on th a t very lounge, had made her te r r ib le  avowal.
Then fo r the f i r s t  time D elia , w ith a kind of fe a rfu l exal­
ta t io n , had heard the b lin d  forces of l i f e  groping and crying 
underfoot. But on th a t day a lso  she had known h e rse lf  excluded 
from the , doomed to  dwell among shadows. L ife had passed her 
by, and l e f t  her w ith the R alstons, (pp. 127-129)
She comes to  a d ecision , but the reader does not y e t know what i t  i s .  
"Only once had she been not a Ralston but h e rs e lf"  (when she took Tina 
under her w ing). "No, not fo r Clement Spender, hardly  fo r C harlo tte  o r 
even fo r Tina; but fo r her own sak'e, h e rs , D elia R a ls to n 's , fo r the
sake of her one missed v is io n , her fo r fe i te d  r e a l i ty ,  she would once more
break down the Ralston b a r r ie r s  and reach out in to  the w orld." (p. 130) 
At th is  po in t in  her m edita tion , she hears C harlo tte  going down­
s ta i r s .  She gradually  re a liz e s  th a t C h a rlo tte 's  purpose is  to  prevent 
Tina and banning from being alone together when they come back from the 
b a l l .  She understands fo r  the f i r s t  time "how. . . lovers lik e  C harlo tte  
and Clement Spender con trive  to meet. . . D elia would never have dared 
to  put the question to  C h arlo tte ; there  were moments when she almost p re­
fe rred  not to  know, not even to hazard a guess. But now, a t  a glance, 
she understood," (p. 137)
N-10 D e lia 's  decision  has been to le g a lly  adopt Tina and leave her
her own sm all fo rtune. She goes to  see the family la^jyer, who knows 
the tru e  circumstances of T ina 's  parentage. The step  she has decided 
upon takes a l l  her courage, because i t  is  a defiance of the R alston 
way of l i f e .  She fea rs  th a t people w il l  th ink  the ch ild  is  her own.
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or J im 's , or th a t her own ch ild ren  (now married) may o b jec t. The lawyer 
admires her courage, urges her to carry  out her p lan , to brave the re ­
s u l ts ,  and to send any trouble-m akers to him. As she leav es , she says,
" I  have an idea i t ' s  C harlo tte  I may have to send to you. . .
S h e 'l l  hate  what I'm  going to  do, you know."
Dr. Lanskell l i f t e d  h is  s i lv e r  eyebrows. "Yes: poor C harlo ttel
I suppose sh e 's  jealous? T hat's  where the tru th  of the th ird -  
and-fourth generation business comes in , a f te r  a l l .  Somebody 
always has to  foot the b i l l . "
"Ah—i f  only Tina d o esn 't!"
"Well—th a t 's  ju s t  what C harlo tte  w il l  come to recognize in  
time. So your course i s  c le a r ."
He guided her out through the dining-room. . . (p. 147)
There follows a c ru c ia l b a t t le  between D elia and C harlo tte . At f i r s t  
C harlotte is  adamant:
" I mean to  t e l l  her everything; and to  take her away."
"To t e l l  her about her b irth ?"
" l  was never ashamed of i t , "  C harlo tte  panted.
"You do s a c r if ic e  h e r, then—s a c r if ic e  her to  your desire  
fo r  mastery?"
The two women faced each o ther, both w ith weapons spent. D elia, 
through the tremor of her own in d ignation , saw her an tagonist 
slowly waver, s tep  backward, sink down with a broken murmur on 
the lounge. C harlo tte  h id  her face in  the cushions, clenching 
them with v io len t hands. The same f ie rc e  m aternal passion th a t 
had once flung her down upon those same cushions was now bowing 
her s t i l l  lower, in  the throes of a b i t t e r  renunciation . Delia 
seemed to  hear the old cry: "But how can I  give up my baby?"
Her own momentary resentment m elted, and she bent over the 
m other's labouring shoulders.
"cha tty—i t  w on't be lik e  giving her up th is  time. Can't 
we ju s t  go on loving her together?"
C harlotte  did not answer. For a long time she lay  s i le n t ,  
immovable, her face hidden: she seemed to  fea r to tu rn  i t  to  the
face bent down to her. But p resen tly  D elia was aware of a gradual 
relaxing of the s tre tch ed  muscles, and saw th a t one of her cousin 's  
arms was fa in t ly  s t i r r in g  and groping. She lowered her hand to 
the seeking f in g e rs , and i t  was caught and pressed to  C h arlo tte 's  
l ip s .  (pp. 154-156)
N-11 "Tina Lovell—now Miss Clementina Ralston—was to  be m arried in
July  to  banning Halsey," (p. 157) and New York socie ty  has accepted 
D e lia 's  adoption of Tina w ith a minimum of fu ss . C harlo tte  having once
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and fo r a l l  adopted as her "ru lin g  purpose th a t her ch ild  should never 
guess the t i e  between them. . (p. 165) is  f u l l  of g ra titu d e  to  D elia.
"But D elia ’s ch ief support was the s ig h t of Tina. . . D elia saw d is ­
played before h e r, with an a r t le s s  fresh n ess , a l l  the v is io n s , cravings, 
and imaginings of her own s t i f l e d  you th ."  (pp. 165-166)
The evening before the wedding a r r iv e s . The two cousins are 
s i t t in g  to g e th er, the day’s du ties done, a l l  the arrangements made fo r 
the next day.
Only one sub jec t had not been touched upon.
" I have been th in k in g ,"  D elia a t  length  began, a s l ig h t  
tremor in  her vo ice, " th a t I  ought p re sen tly . . . W ell, I
suppose you agree w ith me, don’t  you, th a t a word ought to
be sa id  to  the ch ild  about the new du ties  and re s p o n s ib i l i t ie s  
th a t—w ell—what is  u sual, in  f a c t ,  a t  such a time?" she 
fa lte r in g ly  ended, (pp. 173-175)
She fe e ls  a re s is ta n c e  in  C h arlo tte , but i s  i r r i t a t e d  by i t ,  and s ta r t s
u p s ta irs  to  Tina. C h arlo tte , however, stops h e r, saying th a t she h e rs e lf
is  the one who should speak to  Tina.
" Ju s t to n ig h t,"  C harlo tte  concluded, " I ’m her m other."
"C harlo tte l You’re  not going to  te l l  her so—not now?" 
broke in v o lu n ta rily  from D elia.
C harlo tte  gave a f a in t  laugh. " I f  I d id , should you hate  
i t  as much as a l l  tha t?"
"Hate i t?  What a word, between us I"
"Between us? But i t ’s the word th a t ’s been between us since
the beginning—the very beginning’. Since the day when you d is ­
covered th a t Clement Spender hadn’ t  q u ite  broken h is  h e a r t be­
cause he wasn’t  good enough fo r you; since you found your revenge 
and your triumph in  keeping me a t your mercy, and in  taking h is  
ch ild  from meI" C h arlo tte ’s words flamed up as i f  from the depth 
of the in fe rn a l f i r e s ;  then the b laze  dropped, her head sank 
forward, and she stood before D elia dumb and s tr ic k en .
D elia ’s f i r s t  movement was one of an indignant re c o il .  Ifhere 
she had f e l t  only tenderness, compassion, the impulse to  help 
and b e frien d , these darknesses had been smouldering in  the o th e r’s 
b reast! I t  was as i f  a poisonous smoke had swept over some pure 
summer landscape.
Usually such fee lin g s  were quickly followed by a reac tio n  of 
sympathy. But now she f e l t  none. An u t te r  w eariness possessed 
her.
"Yes," she sa id  slow ly, " I sometimes b e lieve  you re a lly  have 
hated me from the very f i r s t ;  hated me fo r everything I ’ve t r ie d  
to do fo r you."
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C harlo tte  ra ised  her head sharp ly . "To do fo r me? But 
everything you’ve done has been done fo r Clement Spenderl"
D elia s ta red  a t  her with a kind of te r ro r .  "You are 
h o rr ib le , C h arlo tte . Upon my honour, I  haven’ t  thought of 
Clement Spender fo r  y e a rs ."
"Ah, but you have—you have! You’ve always thought of 
him in  th inking of Tina—of him and nobody e lse ! A woman 
never stops thinking of the man she loves. She th inks of 
him years afterw ard , in  a l l  so r ts  of unconscious ways, in  
thinking of a l l  s o r ts  of th in g s—books, p ic tu re s , su n se ts , 
a flower or a ribbon—or a clock on the m antelpiece."
C harlo tte  broke o ff  w ith her sneering laugh. "That was 
what I gambled on, you see—th a t ’s why I  came to  you th a t 
day. I  knew I was going to  give Tina another mother."
Again the poisonous smoke seemed to  envelop D elia: 
th a t she and C h arlo tte , two spent old women, should be 
standing before T ina’s b r id a l  a l t a r  and ta lk in g  to each 
o ther of h a tre d , seemed unimaginably hideous and degrading.
"You wicked woman—you are wicked!" she exclaimed.
Then the e v il  m ist c leared  away, and through i t  she saw 
the b a ffle d  p i t i f u l  fig u re  of the mother who was not a mother, 
and who, fo r every b e n e f it accepted, f e l t  h e rs e lf  robbed of a 
p r iv i le g e . She moved nearer to C harlo tte  and la id  a hand on 
her arm. . . .
"Don’ t  want to  h u rt you—I never d id ."
"You t e l l  me th a t—and you’ve l e f t  nothing undone to d i­
vide me from my daughter! Do you suppose i t ’s been easy, a l l  
these y e a rs , to  hear her c a l l  you ’m other’? Oh, I  know, I 
know—i t  was agreed th a t she must never guess. . . but i f  you 
hadn’t  p e rp e tu a lly  come between us sh e ’d have f e l t  about me 
as a ch ild  fee ls  about i t s  mother, sh e ’d have had to  love me 
b e tte r  than anyone e lse . With a l l  your forbearance and your 
g e n e ro s itie s , you’ve ended by robbing me of my c h ild . And 
I ’ve put up w ith i t  a l l  fo r  her sake—because I knew I had to .
But to n ig h t—ton igh t she belongs to  me. Tonight I  can’t  bear 
th a t she should c a l l  you ’mother’ . ’’
D elia Ralston made no immediate rep ly . I t  seemed to  her th a t
fo r the f i r s t  time she had sounded the deepest depths of m aternal
passion , and she stood awed a t  the echoes i t  gave back.
"How you must love her—to say such things to  me," she mur­
mured; then, w ith a f in a l  e f fo r t :  "Yes, you’re r ig h t .  I  won’t
go up to  h e r. I t ’s you who must go." (pp. 178-183)
D elia , l e f t  alone, " t r ie d  to avert her shuddering mind from C harlo tte .
What was happening a t  th is  moment u p s ta irs?  With what dark rev e la tio n s
were T ina’s b r id a l dreams to  be defaced?" (p. 184). She thinks of
C h arlo tte ’s accusations, and a t  l a s t  fu lly  confronts h e rs e lf  and her
m otives, and what she has done to C harlo tte .
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Now fo r the f i r s t  tim e, w ithout shame, w ithout se lf-rep ro ach , 
w ithout a pang or a sc ru p le , D elia could y ie ld  to tha t v is io n  
of requ ited  love from which her im agination had always turned 
away. She had made h er choice in  youth, and she had accepted 
i t  in  m atu rity ; and here in  th is  b r id a l  jo y , so m ysteriously 
her own, was the compensation fo r a l l  she had missed and ye t 
never renounced.
D elia understood now th a t C harlo tte  had guessed a l l  th i s ,  
and th a t  the knowledge had f i l l e d  her with a f ie rc e  re sen t­
ment. C harlo tte  had sa id  long ago th a t Clement Spender had 
never re a l ly  belonged to  h e r; now she had perceived th a t i t  
was the same with Clement Spender’s ch ild . As the tru th  s to le  
upon D elia  her h e a r t melted w ith  the old compassion fo r 
C h arlo tte . She saw th a t i t  was a t e r r ib l e ,  a sac rileg io u s  
thing to  in te r fe re  w ith ano ther’s d estin y , to lay the tenderest 
touch upon any human being’s r ig h t  to  love and su ffe r  a f te r  
h is  own fash ion , (pp. 185-186)
She hears C harlo tte  coming dow nstairs. C harlo tte  has n o t, a f te r  a l l ,
gone in  to  Tina.
’’You haven’ t  been in ?”
”No: I  ju s t  stood in  the passage, and t r ie d —”
"Tried—?”
”To th ink  of something. . . something to  say to  her w ithout 
. . . w ithout her guessing. . ."  A sob stopped h e r, but she 
pressed on w ith a f in a l  e f f o r t .  " I t ’s no use. You were r ig h t :  
th e re ’s nothing I  can say. You’re her re a l  mother. Go to  her. 
I t ’s not your f a u l t—or m ine.”
D elia and Tina do not a f te r  a l l  say much, bu t s i t  q u ie tly  w ith clasped
hands. At l a s t
She bent down to k is s  Tina goodnight; then she paused on the 
th resho ld  and turned back.
"Darling! Ju s t one th ing more.”
"Yes?” Tina murmured through her dream.
”I want you to  promise me—”
"Everything, every th ing , you d arlin g  mother!”
"W ell, then, th a t  when you go away tomorrow—a t the 
very l a s t  moment, you understand—”
"Yes?”
"A fter you’ve sa id  goodbye to me, and to  everybody e ls e — 
ju s t  as banning helps you in to  the ca rriag e—”
"Yes?”
"That you’l l  give your l a s t  k iss  to  Aunt C harlo tte . Don’t  
fo rg e t—the very l a s t . "
THE END
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The Play
P-1 The play too (Zoe Akins, The Old Maid, New York, Appleton-Century,
1935) begins by in troducing D elia and then C harlo tte . The scene i s  D e lia 's  
room, a few minutes before her wedding to  Jim R alston. A dialogue between 
Delia and her maid e stab lish e s  th a t i t  is  the maid, not D elia, who is  in  
a s ta te  of pleasant b r id a l a g ita tio n —D elia is  p e rfe c tly  se lf-possessed . 
C harlo tte  e n te rs , tense and almost ex a lted , to  bring D elia a wedding pre­
sen t from Clem—a cameo brooch. Clem has arrived  home from I ta ly  th a t 
very day—"Ju s t in  time fo r your wedding. He h ad n 't heard you were going 
to  marry someone e lse . He thought you were i l l  because you'd stopped 
w ritin g ."
D elia covers her face w ith her hands, says she is  a fra id  of what 
Clem may do, and begs C harlo tte  to  be kind to  him and see th a t he d oesn 't 
drink too much champagne.
C harlo tte : I  d o n 't see how anyone could ever be unkind to poor
Clem.
D elia: (Bending her head sh arp ly .)  D on 't—
C harlo tte : (Coldly, but w ith some s u rp r is e .) I  d id n 't  know you
cared th a t much,
D elia: You knew I  loved him.
C harlo tte : I knew you to ld  him so.
D elia: I  must not cry.
C harlo tte : You w on't cry i f  you keep saying to  y ou rse lf over
and over: "I'm  marrying a R alston; I'm  marrying a R alston ."
D elia: (D efian tly , h e rs e lf  again .)  Yes, I am marrying a Ralston;
and I'm  glad.
C harlo tte : (Without sympathy.)  Everyone's glad y o u 're  doing so
w ell. They always expected you to , and you have. But I 
d o n 't envy you, D elia, (pp. 10-11)
D elia defends h e rs e lf ,  saying th a t she did w a it, th a t Clem, i f  he had
loved h e r, would have given up pain ting  and come back to  her. C harlo tte
says such things as "Why co u ld n 't you have w aited?. . . Couldn't you
have had the kindness, a t  le a s t ,  to  w rite  Clem th a t you were going to
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marry some one e lse? . . .  I could have w aited , I  would have waited fo r 
him a l l  my l i f e . "  (pp. 12-13) D e lia 's  response i s  th a t she d id n 't  want 
to  be an old maid; th a t " l i f e  d o esn 't s top"; th a t "one gets lonely ; one 
wants ch ild ren , and a home of one 's o\m." " I could have w aited ,"  answers 
C harlo tte . The wedding march begins. D elia su ffe rs  a moment of unstead i­
ness: "Oh, Chatty, I'm  trembling I (But almost in s ta n tly  she recovers
her po ise , and w ith her head l i f t e d  passes C h arlo tte , disappearing in to  
the passage o u ts id e , to  the s tra in s  of the music, as the cu rta in  f a l l s .)"  
(pp. 12-13)
P-2 Six years l a te r .  C h a r lo tte 's  day-nursery. Several poorly dressed
ch ild ren  are teasing  l i t t l e  Tina about liv in g  w ith "niggers" and having 
no proper p aren ts. Enter C h arlo tte , who seems " p r e t t ie r  and happier and 
even younger" than s ix  years ago. The scene e s tab lish es  th a t C harlo tte  
is  to  be m arried, th a t she in tends to  keep on w ith the day-nursery a f te r  
her m arriage, and th a t she is  supposed to  have gone South sev era l years 
ago to recover from consumption.
The ch ild ren  leave , except fo r Tina, who goes in to  the next room 
to  have supper w ith the woman in  charge of the nursery "because sh e 's  more 
d e lic a te  than the o th e rs ."  (p. 36) Dr. L anskell, the family doctor, en­
te rs  w ith Mrs. Manson Mingott. Mrs. Mingott congratu lates C harlo tte  on 
her appearance and on her approaching m arriage, and o ffe rs  her $500 fo r 
a wedding p resen t. C harlo tte  i s  very g ra te fu l , and explains to  Mrs. 
Mingott th a t th is  sum w ill  enable her to  keep on w ith her nursery w ithout 
having to  make demands on Joe.
Enter D elia , Jim R alston, and Joe. Mrs. Mingott asks to  see Tina. 
The Ralston men both express g rea t anxiety l e s t  the s ick ly  c h ild 's  in fe c ­
tio n  be ca rried  to  th e ir  own fam ilies . Tina is  nevertheless brought in .
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and displays a p a in fu l shyness. But when D elia c a l ls  h e r , the ch ild  runs 
to h er eagerly  and climbs in to  her lap . I t  i s  a case of love a t f i r s t  
s ig h t, as the two s i t  looking in to  each o th e r 's  faces. D elia  and Jim 
leave, D elia promising to come back to see Tina.
Scene between C harlo tte  and Joe. C harlo tte  obviously loves Joe 
and i s  g ra te fu l to  him fo r marrying h er. She says "and of course D elia 
never thought th a t I 'd  do as w ell as she did! I'm  sure she th inks I'm  
cheating you, Jo e ."  (p. 59) She t e l l s  Joe about Mrs. M ingo tt's  wedding 
p resen t. I t  develops th a t i t  has never crossed Jo e 's  mind th a t she in ­
tended to  keep on w ith the day-nursery a f te r  th e ir  m arriage and he ab­
so lu te ly  fo rb ids i t ,  although he is  f u l l  of adm iration fo r her genero­
s i ty  and devotion. E x it Joe. C harlo tte  sadly k isse s  T ina, who responds 
u n en th u sias tic a lly  and even w ith re lu c tan ce .
P-3 The same evening, a f te r  dinner a t D e lia 's  house. B rie f scene
between D elia and Mrs. M ingott, expounding Clem's m arriage to  a rich  
cousin and h is  f a i lu re  as a p a in te r . "The sp a rk 's  gone," says Mrs. 
M ingott. (p. 76) (The im plica tion  is  th a t  D elia has broken h is  h ea rt 
and ruined h is  l i f e . )  Enter Dr. Lanskell from d inner, who takes Mrs. 
Mingott in to  the next room where Joe and Jim have gone. Sound of piano- 
playing and singing from next room.
E nter C harlo tte  from s t r e e t ,  very much upset. She t e l l s  D elia 
th a t Tina is  h e r own c h ild . D elia i s  a l i t t l e  shocked, but i s  sympathetic 
u n t i l  she suspects th a t the ch ild  i s  Clem's. Action follows as in  N-2, 
except th a t  D elia i s  completely hard and cold . She t e l l s  C harlo tte  to 
go u p s ta irs  and w ait.
Enter Joe and Jim. Action follows as in  N-4, u n t i l  Joe says th a t 
he would give in  to  C harlo tte  a t  once i f  i t  were not fo r  the danger to  her
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h e a lth ; but i t  emerges th a t in  sp ite  of th is  danger, he has decided to 
l e t  her have her own way: "N othing's im portant enough to  come between
us now." (p. 103) D elia , the moment she re a liz e s  th a t C harlo tte  has 
won, says th a t C harlo tte  cannot marry because she has been coughing 
blood ( th is  is  not tru e .)
Enter Dr. L anskell. The scene e s ta b lish e s  th a t Joe i s  no t ready 
to  give C harlo tte  up unless he b e liev es  th a t m arriage would endanger her 
l i f e .  Dr. Lanskell hedges (ra th e r  unaccountably, since the audience 
knows th a t he knows th a t C harlo tte  i s  not re a l ly  i l l ) , but says th a t 
coughing blood is  a very bad s ign . Jo e , broken, accepts h is  lo s s ,  and 
he and Jim e x it .
Scene between D elia and Dr. L anskell. I t  tu rns out th a t C harlo tte  
has never had consumption, bu t had pretended to  have i t  in  order to  cover 
up her stay  in  the South where she went to  have her baby, and th a t D elia 
has by now guessed th is .  During th is  whole scene she i s  very sure o f h e r­
s e l f .  She declares her in te n tio n  of taking Tina h e rs e lf .
Dr. L: (again sh arp ly .) C hatty 's  l i t t l e  g ir l?
D elia: C hatty 's  and Clem Spender's. You see , I know everything.
Dr. L: I f  y o u 're  counting on me to  back you up in  th is  l i e ,  I
w il l  make one condition .
D elia: IVhat i s  i t?
Dr. L: That y o u 're  no t to  take C h atty 's  ch ild  from h e r.
D elia: But I  intend to  give the ch ild  a proper home, where Chatty
can come and see her as o ften  as she l ik e s .
Dr. L: You must find  a way to l e t  Chatty keep her ch ild  fo r
h e rs e lf .
D elia: But—
Dr. L: No doubt you mean w e ll, my dear, bu t each of us has
the r ig h t to  love and s u f fe r ,  to  l i e  or to  t e l l  the t ru th ,
a f te r  h is  own fash ion . And now th a t C harlo tte  has put 
h e rs e lf  a t your mercy in  te l l in g  you h er s e c re t—be gene­
rous to  h e r. Don't make her your enemy through a mistaken 
sense of duty. Above a l l ,  d o n 't try  to  take from her the 
one th ing which i s  re a lly  h e r own. . . (He turns to  go.)
D elia: (U ncertain ly .) Dr. L anskell— (He turns back.)
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Dr. L: Yes?
D elia: (Q u ie tly .) You are r ig h t . I  have done a sac rileg io u s  th ing .
D e lib era te ly , (pp. 109-111)
E x it Dr. L anskell; e n te r  Jim. D elia arranges w ith Jim to  s e t 
C harlo tte  and Tina up in  a house of th e ir  own. Jim goes u p s ta irs  to  
send C harlo tte  down. Action follows as in  N-5, except th a t the cousins 
are h o s t i le :  C harlo tte  re a liz e s  th a t she has been made a v ic tim . The
la s t  b i t  of dialogue is  a solemn promise from D elia th a t  C harlo tte  sh a ll 
have Tina w ith her always, in  a house of th e i r  own.
P-4 Fourteen years l a te r .  Same room. Action involving Dee (D elia 's
m arried daughter) and her husband John Halsey, C h arlo tte , Dr. L anskell,
Tina, Lanning Halsey, and D elia. The young people are  on th e ir  way out
to  a p a rty . Exposition of s i tu a t io n :  Tina and C harlo tte  are  permanent
re s id en ts  of the household; young Dee is  sweet and considerate  of C harlo tte ,
but Tina is  badly spo iled  and h ab itu a lly  contemptuous of "Cousin C hatty ,"
who b i t t e r ly  re sen ts  i t .  Scene between D elia , C h arlo tte , and Tina shows
T in a 's  marked preference fo r  D elia. Tina in s u lts  C h arlo tte , who leaves,
h u rt. D elia  h a lf-h e a rte d ly  rebukes Tina, but Tina says,
(Sulking p r e t t i l y ,  again s e t t l in g  h e rs e lf  on the arm of D e lia 's  
c h a i r . )
Mr. S i l le r to n  Jackson to ld  Lanning you were lucky to  have 
such a ch ild —now th a t Dee's m arried, and you'd be l e f t  a l l  
alone w ith ju s t  Cousin Chatty in  the house, i f  i t  w eren 't fo r 
me.
D elia: (R elenting; te n d e rly .)  Of course I'm  lucky. I  know
th a t .  . . Cousin Chatty and I are both lucky to  have you.
The young people go to  the b a l l ,  and D elia and C harlo tte  are l e f t  alone. 
Action continues as in  N-8, except th a t  the in terv iew  stops when C harlo tte  
says, "Even n ice  g i r l s  a r e n 't  always what you c a l l  decent, (p. 141)
They prepare to  go to  bed, but C h arlo tte , as soon as she i s  sure D elia 
is  on her way, re tu rn s  to  her p lace by the f i r e .  "The cu rta in  f a l l s
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slow ly , to  r is e  again a f te r  a dark pause denoting the passage of severa l 
hou rs ."  As the c u rta in  r i s e s ,  C harlo tte  i s  dozing, but " is  roused by 
the opening and closing  o f the ou ter door. She r is e s ,  snatches up her 
candle and looks a t  the clock. For an in s ta n t she h e s i ta te s ,  and then, 
in  a panic of u n certa in ty , s te a ls  on t ip - to e ,  in to  the room a t the r ig h t ,  
s o f t ly  closing  the door a f te r  h e r. Almost in s ta n tly  the door a t  the back 
i s  opened, and Tina e n te rs , followed by Lanning. He looks a t  h e r, laughs, 
and d e lib e ra te ly  closes the door ag a in .)"  (p. 145)
Love scene between Tina and Lanning. He takes o ff  her shoes and 
stockings and holds h er fe e t to  warm them. They k is s . Tina says "T hat's  
the f i r s t  tim e, and I s h a ll  never k iss  anyone but you—ever—" (p. 148) 
Again they k is s ,  and D elia e n te rs . She i s  shocked and embarrassed, but 
does no more than send Tina to  bed and say goodnight to Lanning. But 
both Tina and Lanning remain.
Enter C h arlo tte , "trem bling w ith anger." (p. 150) "Yes, d o n 't 
sco ld  him,"  she says. "This i s  T ina 's  f a u l t ,  not h is .  Any boy would do 
the same i f  she perm itted  i t  I" Lanning t r i e s  to  defend T ina, but C harlo tte  
demands th a t he be forbidden the  house. Lanning repeats th a t they have 
done no harm, but says th a t he i s  sh o rtly  leaving fo r Europe, and would 
have come again only to  say good-bye. E xit Lanning.
Tina b i t t e r ly  accuses C harlo tte  of driv ing  her lover away.
C h arlo tte : Oh,—my ch ild —I 'v e  not driven him awayI I f  h e 's
not coming here again i t ' s  because h e 'd  find  i t  awkward 
when he has no in te n tio n  of marrying a g i r l  who's so free  
w ith her k is se s .
Tina: (At white h e a t .) T h a t's  not true! T hat's  not true!
C h arlo tte : (Somberly. ) You know i t ' s  tru e . I  d o n 't know 
a l l  b e l a i d ,  to  you—I d id n 't  want to hear—but you d o n 't 
th ink  fo r a minute th a t anything ^  could say would drive 
him away i f  he re a lly  cared fo r you, do you?
D elia: (Trying to  stand betifeen them.) Your cousin is  r ig h t .
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Tina. I f  Lanning goes i t ' s  because he d o esn 't care as much 
fo r you as you th ink—
Tina; (B it te r ly ,  sobbing again .)  But he would have cared, i f
sh e 'd  not driven him away! I 'd  have made him care . Now I 
c a n 't!  Now h e 's  gone and I ' l l  never forgive h e r—never— !
D elia: Tina!
Tina: I w on't! (To C h arlo tte .)  You'd no business to  meddle!
And i f  you ever do i t  again I ' l l  never speak to  you as long 
as I  liv e !
D elia: (Sharply) Go to  your room, Tina!
Tina: (Crying. ) I'm  going, mamma, but before I  do, sh e 's  got
to  know th a t I'm  s ick  of her fa u lt-f in d in g  and h er spying
and h er meddling! You can say what you please to me, be­
cause you understand me, and I  love you; but sh e 's  only a 
sour old maid who hates me because I'm  young—and a t t r a c t iv e — 
and a liv e ; w hile sh e 's  old and hideous and dried  up—and has 
never known anything about love! I  w on't have h e r in te rfe r in g  
w ith my l i f e ,  I  t e l l  you! I w on't have i t !  (pp. 152-153)
D elia, s tr ic k e n , sends Tina u p s ta irs . Tina is  frigh tened  a t  what she has 
done, but says to  D elia: "Y ou 'll come in  and say good-night to  me, w on't
you, mamma? P lease . . . (But D elia answers only w ith a l i t t l e  gestu re  of 
d ism issa l. ) (p. 154)
lÆien D elia  and C harlo tte  are l e f t  alone, C harlo tte  declares her 
in te n tio n  of taking Tina away. D elia says, "You'd take Tina away from 
me now?" (p. 155) C harlo tte  accuses D elia of befriending  Tina and her­
s e l f  only fo r Clem's sake. Dialogue about Clem continues as in  N-11 
(bottom of p. 159, above) up to  "she th inks of him years afterw ards in  
a l l  s o r ts  of unconscious ways, in  th inking of a l l  s o r ts  of th ings—"
(p. 156). . ."  (her voice drops to  a whisper as she con tinues)" th a t 
she too was p a in fu lly  reminded of Clem by the young lo v e rs .
D elia : Hush, hush—you m ustn 't say these th ings! You m ustn 't
th ink  them!
C harlo tte : (Triumphantly.) Ah—you c a n 't  forg ive me because
Clem Spender d id n 't  qu ite  break h is  h eart over you! T h a t's  
why you l ik e  keeping me a t your mercy—and taking h is  ch ild  
from me! T h a t's  why you took us in —to give h is  ch ild  a 
home.
D elia: (Suddenly losing  a l l  pa tience ; a t white h e a t .)  And sup­
pose t h a t 's  a l l  tru e ! Suppose I co u ld n 't leave Clem Spender's
-159-
ch ild  to  the mercy of chance? She's yours too. And to 
take her away now—from the l i f e  you made such a s a c r i­
f ic e  to give her—would be too c ru e l. Too c ru e l—to 
herI Even more crue l to her than to me.
C harlo tte : (F a lte rin g  a l i t t l e ;  impressed ag a in st her w il l
by what D elia has ju s t  s a id .)  My mind's made up. I 
know what is  b e st fo r my own ch ild , (pp. 157-158)
D elia here proposes to adopt Tina. Action follows s u b s ta n tia lly  as in
end of N-10 to  end of scene.
P-5 Same room, decorated fo r a wedding, the following June. Lanning,
Dee and John, Mrs. M ingott, D elia, Dr. Lanskell and Tina onstage, a l l
chatting  happily  about the wedding. Enter C h arlo tte , "a grim fig u re  in  
the p leasan t scene in  her dark dress and black apron." (p. 164) More 
c h a tte r  about the wedding, u n t i l  a l l  e x it  v a riously  but D elia and 
Dr. Lanskell:
D elia: I  th ink  poor Chatty is  re a lly  happy a t l a s t .
Dr. L: (D rily . ) Why?
D elia: She came in to  my room th is  morning to  ta lk  about
something unim portant; then she sa id  suddenly, "We're 
giving her up, I know, but now a t le a s t  s h e ' l l  never 
suspect the tru th ."
Dr. L: And you judge sh e 's  happy from th a t?
D elia: At le a s t  sh e 's  re liev ed . . . I th ink  sh e 's  been
a fra id  a l l  these years th a t she might t e l l  Tina
some tim e, h e rs e lf  (p. 166).
D elia i s  s t i l l  in s e n s itiv e  to  C h a rlo tte 's  su ffe r in g s , s t i l l  ju s tify in g
h e rs e lf .
Tina re tu rn s . Scene ensues which C harlo tte  overhears from the 
s t a i r s ,  r e i te ra t in g  D e lia 's  and T ina 's  almost e ro t ic  rec ip ro ca l a tta c h ­
ment. Tina goes up to  bed. D elia sees Dr. Lanskell to the door, and 
prepares to  follow Tina. Enter C h arlo tte , who stops h e r. Action con­
tinues su b s ta n tia lly  as in  N-11, w ith the omission of what has already 
been incorporated  in to  P-4 except of course th a t D e lia 's  c ru c ia l d is ­
covery of her re a l  fee lin g s  fo r Clem and how they are connected w ith
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her fee lin g s  fo r Tina and C harlo tte  are  om itted.
C urtain .
Comparison
The anagogy of Edith Wharton's novel i s  a su b tle  one; D elia , 
a young woman almost to ta l ly  ignoran t of her own tru e  nature  and fe e l­
ings and of o th e r p e o p le 's , leads a reasonably contented l i f e  as a 
young so c ie ty  w ife and mother, su ccessfu lly  rep ressing  h er love fo r  an 
a r t i s t  who courted her before she was m arried . She is  awakened by a 
sudden con fron ta tion  w ith her impecunious co u sin 's  breach of the so c ia l 
code under which they have both liv e d : her cousin confesses th a t she
is  the mother of the i l le g i t im a te  ch ild  of the a r t i s t ,  and appeals to  
D elia fo r help . D elia  takes over the  re sp o n s ib il ity  fo r the ch ild .
Over a period of years she becomes aware of her love fo r the c h ild 's  
fa th e r  and her jealousy  of her cousin, in  s p i te  of the fa c t th a t she 
h e rs e lf  stands in  the emotional re la t io n  o f mother to  the  ch ild . She 
re a liz e s  th a t her obedience to  the so c ia l  code has s t i f l e d  any p o ss ib i­
l i t y  of sexual fu lf ilm en t fo r h e r s e lf .  She accepts th i s ,  and bends a l l  
her e f fo r ts  to  making p o ssib le  a f u l l e r ,  happ ier l i f e  fo r  the daughter 
o f the  man she has loved. F in a lly , she re a liz e s  the te r r ib le  in ju ry  
she has in f l ic te d  upon her cousin by, in  e f f e c t ,  taking her ch ild  away 
from h e r. In  the  end, the t\fo women jo in  forces to  promote the c h i ld 's  
happy m arriage, and are l e f t  alone toge ther to  f in ish  out th e ir  empty 
liv e s  as b e s t they may.
I t  may be observed th a t th is  anagogy i s  fa r  longer than the  o thers 
d iscussed , and i s  moreover in d is tin g u ish ab le  from the p lo t. Perhaps th is  
i s  because an anagogy is  the d ire c tio n  of a so u l, and the p lo t o f The Old 
Maid traces  the development of a so u l. However th a t may be, i t  seems to
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me im possible to  reduce or s im plify  th is  anagogy w ithout om itting some 
im portant element in  i t .  A rap id  reading of Mrs. W harton's apparently  
s l ig h t  novella  might tempt one to  choose the in f in i t iv e  phrase " to  give 
up a r iv a lry  fo r the sake of i t s  o b je c t."  But, as I  th ink  Zoe Akins' 
play shows, the episodes Mrs. Wharton has re la te d  simply w i l l  not y ie ld  
th is  anagogy: the s to ry  is  not about a tr ia n g le  a t a l l ,  i t  i s  about
what happens to D elia.
Mrs. Wharton's method i s  to give a d e ta iled  account of the de­
velopment of D e lia 's  fee lin g s  and ch arac te r from the moment of C h a r lo tte 's  
avowal to  the day of T in a 's  m arriage. But in  the play there  i s  no such • 
development: when we f i r s t  see D elia , her ch arac te r is  already formed.
Most of the episodes of the novel are incorporated  in to  the p lay , and a 
good many ex tra  ones are  added; but since  they are not geared to charac­
te r  development, they are confusing and unaccountable, and the play in  
i t s  to t a l i ty  seems to have no anagogy a t  a l l :  the beginning, and in
fa c t the whole f i r s t  p a r t leads us to  expect a s to ry  qu ite  d if f e re n t from 
the one th a t  a c tu a lly  emerges, which bears a c lo se , i f  s u p e r f ic ia l ,  re ­
semblance to  Mrs. W harton's—a p roof, i f  one were needed, th a t  a s e r ie s  
of episodes does not c o n s ti tu te  an anagogy.
The f i r s t  chapter of the  novel, on the o th er hand, provides a 
so lid  b a sis  fo r what i s  to  follow . In the f i r s t  pages we are given the 
p ic tu re  of an unawakened g i r l  who has the i l lu s io n  (occasionally  and 
f le e tin g ly  punctured) of being a mature woman, p a r t ic u la r ly  in  co n tra st 
to her cousin C harlo tte ; bu t who in  fa c t knows as l i t t l e  o f ad u lt emotion 
as a ch ild  of twelve. When C harlo tte  comes in  and faces D elia  w ith her 
appalling  predicam ent, there  i s  re a l  fee lin g  in  the scene—fo r in s tan ce ,
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D e lia 's  in s t in c t iv e  repugnance to so shocking an avowal gives way in  an 
in s ta n t to  sympathy w ith her cousin 's  d is t r e s s .  Yet against the back­
ground of the f i r s t  chap ter, the s i tu a tio n  has an element of comedy, 
leading the reader to  wonder which of the two i s  the old maid. The 
whole scene impresses upon us th a t C harlo tte  i s  a woman experienced in  
sex u a lity  and motherhood, and in  understanding of o ther peo p le 's  char­
a c te r  and m otives, w hile D elia begins a t th is  po in t to grow up fo r the 
f i r s t  time.
But in  the very f i r s t  scene of the p lay , Mrs. Wharton's gen tle  
and submissive D elia has been transformed by Zoe Akins in to  a hardened 
ev ildoer (P -1), who has d e lib e ra te ly  s a c r if ic e d  tru e  love to  s ta tu s ,  
but lacks the courage of her convictions; and C harlotte has become a 
s e lf - r ig h te o u s , not to  say nagging, rom antic, who knows (and says) th a t 
a r ig h t- th in k in g  g i r l  w il l  make any s a c r if ic e  fo r love, even unrequited 
love. By the standards the play im plies, C harlo tte  gets A, D elia F; and 
we are  prepared fo r a moral fab le  in  which D elia gets her ju s t  d e se rts .
In  the novel, in  c o n tra s t, the m orality  of the two g i r l s  is  
almost id e n tic a l  (N-2); the e s s e n tia l  d iffe ren ce  between them is  one of 
temperament, D elia being p lac id  and credulous in  her a t t i tu d e  toward 
so c ie ty , w hile C harlo tte  is  impulsive and sk e p tic a l. C h a rlo tte 's  reason 
fo r not marrying Clem is  exactly  the same as D e lia 's —he could not sup­
p o rt h e r, and her mother would never have consented; and both women ac­
cept w ithout question th a t the fa te  of the ch ild  i s  the most im portant 
considera tion . D elia i s  qu ite  sincere  in  her fee ling  th a t i t  would be 
m orally wrong to  marry Joe on fa lse  p re ten ses; C harlo tte  makes only a 
h a lf-h e a rte d  attem pt to  defend her proposed marriage on e th ic a l  grounds, 
but ev iden tly  has begun to fe e l lonely and th a t i t  would be p leasan t
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to  have ch ild ren  and a home of her own. In f a c t ,  she is  in  exactly  the 
s i tu a tio n  th a t the play puts D elia in  a t  the o u tse t and makes so morally 
reprehensib le .
But Zoe Akins, by in i t i a l l y  giving a l l  the moral honors to  
C harlo tte  and a t the same time try ing  to  follow Mrs. Wharton's p lo t ,  
has involved h e rs e lf  in  some grave d i f f i c u l t i e s  of c h a rac te riza tio n : 
i f  in  the F ir s t  Episode C harlo tte  is  so high-minded, and so determined 
never to  marry anyone but Clem, how does i t  happen th a t in  the Second 
Episode we find  her engaged to  Joe? We a t f i r s t  get the impression 
th a t she has been driven to  i t  by the n ecessity  of providing fo r her 
ch ild : the Second Epidsode opens w ith the long sequence about how
l i t t l e  Tina is  tormented by the o ther ch ild ren  fo r being a foundling 
and fo r liv in g  w ith Negroes. But simply to  use Joe fo r her own pur­
poses, Zoe Akins ev iden tly  fe e ls ,  would be in co n sis ten t w ith the high 
moral tone th a t C harlo tte  s t i l l  h ab itu a lly  assumes :
C harlo tte : (Rather p o in ted ly .) I'm  glad D elia and Jim found
a reason fo r v is i t in g  my nursery a t l a s t .  They've never 
been here before .
D elia: (Smoothly.)  But th a t d o esn 't mean we h av en 't been
in te re s te d .
C harlo tte : (With a tra c e  of resentm ent.) I'm  a fra id  i t  does.
(p. 36)
Accordingly, th e re  is  a scene where C harlo tte  shows strong fee lin g  fo r 
Joe: "For an in s ta n t her face re s ts  ag ain st h is shoulder, then suddenly
she puts her l ip s  to  h is  w ith a passionate  im pulse." (p. 56)
But what then has happened to  C h a r lo tte 's  undying unrequited 
love? I t  seems a f te r  a l l  to have been a case of general s u sc e p tib il i ty  
to  the tender passion . She no longer seems to  q u ite  f i t  in to  the mould 
estab lish ed  in  the F i r s t  Episode. The r e s u lt  is  not a r t i s t i c  ambiguity, 
but confusion. Zoe Akins has made the mistake o f te l l in g  us in. Act I
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more about the characters than we need to  know, or than the subsequent 
ac tion  W tll su s ta in . Mrs. Wharton has avoided th is  d if f ic u l ty  by follow­
ing A r is to t le 's  advice—putting  questionable  m ate ria l in to  the exposition  
ra th e r  than in to  the d ire c t  action  (P o e tic s , Chapter 15: " in  the events
of the drama i t s e l f  there  should be nothing th a t does not square w ith our 
reason; but i f  an i r r a t io n a l  element cannot be avoided, i t  must l i e  out­
sid e  of the tragedy proper, as in  the case of Sophocles' Oedipus the King."  
Lane Cooper, A r is to tle  on the Art of P o e try . I th a c a , N. Y ., Great Seal 
Books, 1947, p. 50). In  the novel, th e re  i s  a good deal of vagueness 
about both women's motives in  regard to  th e ir  ea rly  fee lin g  fo r  Clem: 
the episodes involving him occur many years before the action  beg ins, and 
the fee lin g s  and a tt i tu d e s  attached to  them appear ch ie fly  in  D e lia 's  
stream  of consciousness. This device, e sp ec ia lly  in  s to r ie s  of ch arac te r, 
is  sound psychologically  as w ell as d ram atica lly : a l l  of us tend to  be
ra th e r  vague about the reasons fo r th ings we did years ago.
But the dram atist has assigned to both women motives as uncompli­
cated as a meat c leaver. Besides the p lo t d i f f i c u l t i e s  mentioned above, 
the r e s u l t  of th is  charac te r d is to r tio n  i s  loss of c r e d ib i l i ty ,  in co n sis­
tency, and s tereo typ ing . The D elia of the play is  one of the more fam ilia r 
of these s tereo ty p es: the conniving go ld-d igger. Her a tt i tu d e  toward
her husband is  th a t of a p ro s t i tu te :
Mrs. M ingott: How did you ever persuade Jim to l e t  you dine a t s ix
in stead  of two?
D elia: (S ly ly . ) Jim may have r ig id  opin ions, but he can be per­
suaded. Even i f  he is  a R alston , h e 's  s t i l l  a man. And when 
I w ouldn't l e t  him k iss  me fo r two davs, he came round. . ."
(p. 73)
The novel says only th a t Jim adopted the idea two days a f te r  Delia 
suggested i t .  There is  indeed an im p lica tion  th a t she can wind her husband
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around her f in g e r; but f a r  from h ab itu a lly  and cyn ica lly  using her power 
over him, she i s  a t  f i r s t  not even aware th a t she possesses i t .  As a l ­
ready noted, she is  g ra te fu l fo r h is  kindness to  h e r; "she liv ed  under 
(the R alstons) as unthinkingly  as one liv e s  under the laws of one 's  
country" (p. 11); moreover, "she would not have been young and tender, 
and a happy w ife , i f  she had not thought Joe but an in d if fe re n t copy of 
her Jim" (p. 61). I t  i s  not u n t i l  she has become thoroughly involved in  
C h a r lo tte 's  predicament th a t she d e lib e ra te ly  d iddles her husband; she 
feigns to  misunderstand him and be tim idly  submissive and crushed when 
he says th a t not a penny of her pin-money s h a ll  go fo r the maintenance 
of l i t t l e  Tina, while in  fa c t  she knows p e rfe c tly  w ell th a t he is  about 
to  say th a t he w i l l  undertake T in a 's  support h im self. That i s ,  she has 
re so rted  to  a l i t t l e  w ifely  a r t i f i c e  to  make her husband fe e l  generous 
when he has done a generous th ing , in s tead  of merely obedient. Even 
about th is  she does not f e e l  happy, and i t  is  the f i r s t  a r t i f i c e  she 
has p ra c tise d  upon him.
In  fa c t ,  the most p a in fu l element in  her s i tu a t io n ,  i f  her un­
conscious reactions are excepted, i s  th a t in  order to  reso lve C h a r lo tte 's  
d i f f i c u l t i e s  she must engage in  chicanery and in tr ig u e  which she had 
always f e l t  were unth inkable. The novel makes much of her inexperience 
in  double-dealing, of h e r in d ec is io n , of her agonized fee lin g  th a t she 
has been plunged in to  a s i tu a t io n  w ith which she is  completely inadequate 
to  deal: "But what should she do, of whom take counsel, how advise the
wretched creatu re  who had come to  her in  Clement's name?" (p. 44) This 
is  the c h a rac te r, f u l l  o f good in te n tio n s , u n c e r ta in t ie s , and anguish, 
whom Zoe Akins has c av a lie rly  transformed in to  the conventional figu re  
of an ambitious and unscrupulous woman.
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The play s im ila r ly  d is to r ts  D e lia ’s jealousy  of C harlo tte  in to  a 
p e rfe c tly  conventional and p red ic tab le  p a tte rn . Both novel and play 
in troduce th is  element during the episode of C h a r lo tte 's  avowal. But 
in  the novel, i t  appears almost a t the beginning of the s to ry , again st 
the l ig h tly  sketched in  background of D elia as a happy, good young c rea tu re . 
And th is  f i r s t  appearance o f her jealousy  is  no more than a sudden fla sh  of 
l ig h t thrown upon her deeply repressed, fe e lin g s , almost immediately super­
seded by her more h a b itu a l sym pathetic response. Mrs. Wharton’s treatm ent 
i s  as follow s: when C harlo tte  t e l l s  her dreadfu l news, D elia t r i e s  to
find  out something about the  c h ild ’s fa th e r :
"He l e f t  the country—knowing?"
"How was he to know? He doesn’ t  l iv e  h ere . He’d ju s t  come 
back—come back to  see h is  fam ily—fo r a few weeks. . ."  She 
broke o f f ,  her th in  l ip s  pressed together upon her s e c re t.
There was a s ile n c e . B lindly D elia s ta re d  a t  the bold shep­
herd.
"Come back from where?" she asked a t  length  in  a low tone.
"Oh, what does i t  m atter? You wouldn’ t  understand ," C harlo tte  
broke o f f , in  the very words her m arried cousin had compassionately 
addressed to  her v irg in i ty .
A slow blush rose to  D elia ’s cheek; she f e l t  oddly hum iliated 
by the rebuke conveyed in  th a t contemptuous r e to r t .  She seemed 
to  h e rs e lf  shy, in e f fe c tu a l ,  as incapable as an ignoran t g i r l  of 
dealing w ith the  abominations th a t  C harlo tte  was th ru s tin g  upon 
h er. But suddenly some f ie rc e  feminine in tu i t io n  strugg led  and 
woke in  her. She forced her eyes upon her cousin ’s ,  (p. 39)
She e x tra c ts  from C harlo tte  th a t Clem was the c h ild ’s fa th e r . (See H-2)
Then C harlo tte  a t l a s t  acknowledges th a t  she has come to  D elia "because
he loved you!" (p. 43).
Slowly the te a rs  rose to  D e lia ’s eyes and ro lle d  down her 
cheeks, moistening her parched l ip s .  Through the te a rs  she 
saw her cousin’s haggard countenance waver and droop lik e  a 
drowning face under w ater. Things half-guessed , obscurely f e l t ,  
surged up from unsuspected depths in  h e r. I t  was almost as i f ,  
fo r a moment, th is  o ther woman were te l l in g  her of her own se­
c re t p a s t, p u ttin g  in to  crude words a l l  the trem bling s ilen ces  
of her own h e a r t,  (p. 43)
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By C h a rlo tte 's  avowal D elia is  a t once caught up and plunged 
in to  the issues of the ind iv idua l versus so c ie ty , of p riv a te  su ffe ring  
versus the breakdown of moral p r in c ip le . Here begins the slow develop­
ment of the characters as they contend with the inner c o n flic ts  th e ir  
s i tu a tio n  engenders. And th is  c o n flic t is  the theme, of the novel: the
ever-p resen t and in so lub le  tension  between the p reserv a tio n  of the so c ia l 
fa b ric  and the fu lfilm en t of personal d e s ire . D e lia 's  jealousy  of 
C harlo tte  i s  a t  f i r s t  unconscious, and i s  only a minor one of m.any mo­
tiv e s  fo r h e r breaking up of C h arlo tte 's  m arriage. Her gradual pa in fu l 
discovery of her own fee lin g s  as the novel develops i s  au th en tica lly  
p a th e tic ; however much Clem's daughter may p re fe r h e r, and however much 
D elia may be able to  do fo r he r, Tina remains C h a r lo tte 's  c h ild , the 
v is ib le  proof of a consummated love. What m atter th a t he would have p re­
fe rred  Delia? I t  was to C harlo tte  th a t he made love , to C harlo tte  th a t 
he gave h is  ch ild . I f  D elia can do more fo r Tina in  a worldly way, 
C harlo tte  understands her b e t te r ;  and D elia must lo se  her in  the end, as 
C harlo tte  has lo s t  her long before . D e lia 's  c o n f lic t  i s  between compas­
sion  fo r C harlo tte  and a vague sense of g u i l t  toward her on the one hand, 
and on the o ther the close bond of love between h e rse lf  and Tina, her be­
la te d ly  acknowledged love fo r Clem, and her jealous envy of C h arlo tte 's  
experience as Clem's m istress and T in a 's  n a tu ra l mother.
C h a rlo tte 's  development, although i t  emerges slowly fo r the 
reader, i s  in  fa c t more sudden: a c tu a lly  she has determined the p a tte rn
fo r her l i f e  even before she appears upon the scene in  N-1 and appeals 
to  D elia fo r  he lp . But not u n t i l  the end are we to ld  th a t when she came 
to  D elia, she had already made a d e lib e ra te  choice to  tu rn  her ch ild  over 
to  another woman, r ic h  and of impeccable so c ia l stand ing , who could do
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fo r her what C harlo tte  could, not do h e rs e lf ;  and th a t she chose D elia 
not only because Clem loved h e r, but because she understood th a t D elia 
loved him, and consequently would love h is  ch ild . C h a r lo tte 's  s to ry  
is  one of m aternal passion: she quickly re a liz e s  th a t she could not
bear to  be separated  from Tina, and she gives up hope of marrying Joe 
even before. D elia makes i t  im possible. Her decision  is  made. There­
a f te r  she proceeds to  tu rn  h e rs e lf  from a v i t a l ,  a rden t, independent 
g i r l  in to  a dry sp in s te r  and a poor r e la t io n , so th a t Tina w il l  never 
guess th e i r  re la tio n sh ip , and w il l  not " f a l l "  as she has fa lle n . 
C h a r lo tte 's  c o n f lic t i s  between her f ie rc e  passion fo r Clem and Tina, 
and her awareness th a t they both loved D elia and not h e r, and th a t she 
must accept th is  fo r T in a 's  sake.
But in  the p lay , as I  have sa id , there  is  no development of 
ch arac te r, and consequently the c o n f lic t w ith in  the two women is  absent. 
There are occasional ex te rn a l signs of i t ,  but they are qu ite  unaccount­
ab le , since  we are given nothing on which to  base them. The tension  be­
tween the r iv a ls ,  to ta l ly  unconnected w ith e i th e r  character development 
or in n er c o n f l ic t ,  i s  of an e n tire ly  d if fe re n t charac te r from th a t in  
the novel: i t  is  in  fa c t  no more than the usual tr ia n g le , w ith Tina
su b s titu te d  fo r Clem as the bone of con ten tion , C harlo tte  as the help­
le ss  v ic tim , and D elia as the v i l la in e s s ,  too cold and mercenary to  love 
any man, but jealous of the g i r l  who does.
This simple p lo t does not of course requ ire  any development of 
ch arac te r; b u t, l ik e  any well-made p lay , i t  does requ ire  the ca re fu l 
establishm ent of ch arac te r (however crude) and s itu a tio n . Although as 
I  suggested above,Miss Akin has had her d i f f i c u l t i e s  in  g e ttin g  a g i r l  
of C h a r lo tte 's  character in to  the s i tu a tio n  of being engaged to  Joe, s t i l l
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we know by the end of the Second Episode th a t she is  a good g i r l  a t 
h ea rt and th a t she is  destined  to  be D e lia 's  v ic tim . We are now ready 
fo r the v ic tim iz ing  scene, and i t  i s  q u ite  co n sis ten t w ith Zoe Akin's 
plan th a t th is  should occur so la te  in  the p lay , when we sftl know p re tty  
w ell who's who and w hat's  what. C h a r lo tte 's  avowal, then, occurs in  the 
Third Episode, and functions as the climax of the r iv a lry ,  which gives 
the v ic to ry  to  D elia. When D elia d iscovers th a t Clem is  the c h ild 's  
fa th e r , " a l l  compassion has gone from her face; her eyes narrow" (p. 90). 
C harlo tte  humbly says th a t Clem loved D elia , not h e r, and desperately  
appeals to  D elia in  Clem's name. D elia  is  not a w hit moved by th i s ,  but 
responds w ith outrage and scorn. In  a very few minutes she is  in  com­
p le te  command of h e rs e lf  and the s i tu a t io n . She perem ptorily sends 
C harlo tte  u p s ta irs , and arranges m atters w ith Jim and Joe: she l i e s ,
saying th a t C harlo tte  i s  coughing blood, and implying th a t marriage would 
k i l l  h er; and she determines to b ring  Clem's ch ild  to  liv e  w ith her a t 
any co st.
Here we have another disharmony between ch arac te r and p lo t:  we
can understand D e lia 's  determ ination to take over Clem's c h ild , but why 
break up C h a r lo tte 's  marriage? Surely i t  would be e a s ie r  fo r her to get 
Tina i f  C harlo tte  were disposed of. Only two explanations occur to  me: 
e i th e r  i t  was an ac t of sheer d is in te re s te d  v i l la in y , ju s t  the so r t  of 
thing one might expect of a stock bad woman; or e lse  i t  was an excess of 
s p i te ,  the ob ject being to  deprive her r iv a l  of any hope of ea rth ly  happi­
ness. In  e i th e r  case the hatred  expressed is  so extreme th a t something 
has to  be done to  account fo r  D e lia 's  having C harlo tte  liv in g  in  her house­
hold in  Episodes Four and Five. Perhaps th is  was the function of the 
ensuing scene w ith Dr. Lanskell* where he e x tra c ts  a promise from D elia
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th a t she w i l l  never take C h arlo tte ’s ch ild  away from h er. But th is  
scene ra is e s  another p e rp le x ity : why did Dr. L anskell, who knew a l l ,
perm it the break-up of C h a r lo tte 's  m arriage to  Joe? However, in  sp ite  
of a l l  awkvrardnesses and d iscrep an c ies , the c u rta in  does r is e  on Episode 
Four, where, a l l  the agons are gathered toge ther under one roof about 
f i f te e n  years la te r .
P a rt I I  of the novel, as we have seen, dep icts D e lia 's  growing 
awareness of her inner c o n f l ic t ,  and her manner of working i t  ou t. The 
th ree  p rin c ip a l elements in  th is  process are the ch arac te r of D elia  her­
s e l f  as i t  has been s e t  fo r th  in  P a rt I ,  C h a r lo tte 's  ch arac te r as i t  is  
g radually  revealed to  us throughout the novel, and T in a 's  as i t  i s  shown 
in  P a rt I I .
Even in  P a rt I  th e re  have been in d ica tio n s  th a t D elia , in  s p ite  
of her emotional im m aturity, is  C h a r lo tte 's  moral su p e rio r. She con­
s ta n t ly  d isp lays a capacity  fo r  th inking  of consequences, of how what 
she does w il l  a f fe c t  people in  time to  come—a capacity  th a t C harlo tte  
to ta l ly  lack s . C harlo tte  is  l ik e  Clem h im self—impulsive and generous, 
but care le ss  as to who i s  going to  pay the co st. In  proposing to  marry 
Joe, she wants happiness fo r  h e rs e lf  and him, but as fa r  as Tina i s  con­
cerned she wants only to  preserve the s ta tu s  quo—to see her l i t t l e  g i r l  
every day. I t  i s  D elia who takes thought fo r what w il l  happen when the 
ch ild  grows up, and who sees the n ecess ity  fo r removing h er from the 
Negro family as soon as p o ss ib le . She even foresees th a t C harlo tte  w il l  
never be contented u n t i l  the ch ild  is  a c tu a lly  liv in g  w ith h e r , and th a t 
i f  she m arries Joe and has ch ild ren , and persuades him to  take Tina in to  
th e i r  house, T in a 's  s ta tu s  in  regard to  the o th e r ch ild ren  w il l  be so 
ambiguous as to  be untenable. C harlo tte  has apparently  considered none
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of th is ;  "Oh, my poor head w on't th in k ,"  she says when D elia faces her 
w ith these problems, (p. 79) (Perhaps one of C h a r lo tte 's  reasons fo r 
her desperate ac t of turn ing  over her ch ild  to D elia was her t r u s t  in  
D e lia 's  superio r ch arac te r and sense of re s p o n s ib il i ty .)
Thus we are  prepared fo r  D e lia 's  behavior in  P art I I —her anxious 
d esire  to  do what i s  r ig h t ,  her compassion fo r C h arlo tte , her courage in  
going ag a in st so c ie ty  when she plans to adopt Tina, her s a c r if ic e  of her 
own possessive love in  favor of T ina 's  happiness, her acknowledgement of 
the in ju ry  she has done to  C h arlo tte , and h er f in a l  e f f o r t  to  make what 
amends she can.
C h arlo tte , as she appears in  P a rt I I ,  has undergone a c ru c ia l 
change. The un restra ined  g i r l  has learned to submit to  a harsh d is c ip lin e  
fo r T in a 's  sake. But un like  D elia , she cannot reco n cile  h e rs e lf  to her 
s i tu a tio n  (adm ittedly her l i f e  i s  harder than D e lia 's ,  a t  le a s t  up to  
the time of T ina 's  m arriage). But her ou tbursts  of possessiveness and 
her b i t t e r  accusations ag ain st D elia in  N-11 appear to  be not so much 
the re s u lts  of her hard l i f e  as the n a tu ra l development o f the charac te r 
depicted in  P art I —arden t, capable of sudden desperate  ac ts  of devotion, 
in c o n s is te n t, unruly , but dominated by a strong passion .
And what of Tina, the g i r l  fo r whom the two women sa c r if ic e d  so 
much? Mrs. \fliarton has modified her r e i te ra te d  theme th a t people s a c r i­
f ic e  themselves fo r  ob jects th a t are a f te r  a l l  worth very l i t t l e .  In 
her softened and perhaps happier old age, she seems to  have been moved 
to  w rite  a s to ry  in  which the s a c r if ic e  was worth the end. Tina i s  an 
enchanting c h ild , spontaneous, happy, g e n tle , and a ffe c t io n a te . To 
D elia she i s  co n sis ten tly  g ra te fu l and obedient, and her re s is ta n c e  to 
"Aunt Chatty" is  only d e lic a te ly  suggested. In one scene, a v i s i to r  a t
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the house, ju s t  re tu rned  from abroad, remarks to D elia th a t the way Tina 
does h er h a ir  would be pronounced extremely s ty l is h  in  P a ris .
Tina, who had been laughing w ith h er cousins a t  the other 
end of the room, was around upon her e ld ers  in  a f la sh .
"I heard what Mr. S i l le r to n  said.' Yes, I d id . Mamma; he 
says I  do my h a ir  s ty l is h ly .  D idn 't I  always t e l l  you so? I  
know i t ' s  more becoming to  l e t  i t  cu rl as i t  wants than to p la s te r  
i t  down w ith bandoline lik e  A unty's—"
"Tina, Tina—you always th ink  people are admiring you!" Miss 
Lovell p ro te s ted .
"Why sh o u ld n 't I ,  when they do?" the g i r l  laughingly challenged; 
and, turning her mocking eyes on S il le r to n  Jackson: "Do t e l l  Aunt
C harlo tte  not to  be so d read fu lly  old-m aidish!"
D elia saw the blood r i s e  to C harlo tte  L o v e ll 's  face. . .
That evening, when they went up to  bed, D elia c a lled  Tina 
in to  her room.
"You ought not to  speak to  your Aunt C harlo tte  as you did 
th is  evening, dear. I t ' s  d is re sp e c tfu l—you must see th a t i t  
h u rts  h e r ."
The g i r l  overflowed w ith compunction. "Oh, I'm  sorry! Because 
I sa id  she was an o ld  maid? But she i s n ' t  she. Mamma? In her 
inmost so u l, I  mean. I  d o n 't be lieve  sh e 's  ever been young—ever 
thought of fun o r adm iration or fa l l in g  in  love—do you? (pp. 90-92)
Thus Tina repeats the  comedy th a t D elia played many years befo re , of
misunderstanding C h a r lo tte 's  charac te r. But she is  not m alicious—her
rudeness to  C harlo tte  i s  a thoughtless joke , a p iece of ju v en ile  poor
ta s te  and lack  of fe e lin g .
I t  is  no table th a t  D elia does not sp o il Tina: she rebukes her
fo r her rudeness, conveying to the reader th a t i t  f a l l s  below the normal 
s o c ia l  tone of the household. This tone i s  conspicuously h igh , as one 
might expect in  an a r is to c r a t ic  family of the m id-nineteenth century.
As the quotations from the novel have demonstrated, u n t i l  the shocking 
scene in  N-11, the r iv a ls  scrupulously m aintain the am enities, even when 
they are  a t odds.
Given these charac te rs  and th e ir  re la tio n s  to  one another, Mrs. 
Wharton's denouement makes p e rfe c t sense. We are w illin g  and eager to  
see D elia enlightened and her c o n flic ts  reso lved , to  see C harlo tte
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ju s t i f i e d  and p a rtly  compensated, and above a l l  to  see Tina made happy, 
which i s  the end toward which the whole action  of the novel moves. The 
admirable a r t i s t i c  e f fe c t  i s  due to Mrs. Wharton’s c lose adherence to  
H e rac litu s ' p r in c ip le  th a t ch arac te r is  fa te . In Miss Akins’ adap ta tion , 
on the o ther hand, the already tenuous connection between charac te r and 
episode in  P art I  co llapses a lto g e th e r in  P art I I ,  and the audience is  
l e f t  to  derive what s a t is fa c t io n  i t  can from a "period p ie ce ."
The l a t t e r  p a rt of the play does fa i th fu l ly  reproduce Mrs. Wharton’s 
p rin c ip a l ep isodes, but the m otivation fo r them becomes shrouded in  deeper 
and deeper mystery. Why do these women s a c r if ic e  themselves fo r Tina? And 
what impels these enemies of a life tim e  to  jo in  forces?
To begin w ith , Zpe Akins’ Tina is  a b ra t from the moment of her 
appearance—in co n sid era te , coarse-mannered, impudent to  D elia , arrogant to  
everybody, and m erc ilessly  c ru e l to  C harlo tte . As a r e s u l t ,  nobody in  
the audience can possib ly  care what happens to  h e r , and the whole emotional 
impact of the s a c r if ic e  is  lo s t .  Miss Akins’ po in t of course i s  th a t T ina’s 
b ra ttish n e ss  is  a l l  D e lia 's  f a u l t .  To underline th is ,  the d ram atist has 
painstak ing ly  developed the ch arac te r of Dee, D e lia ’s own daughter. Dee 
i s  depicted as a most unexceptionable young woman, presumably to  serve as 
a f o i l  fo r  Tina. Miss Akins’ use of th is  ancient device is  about as suc­
cessfu l as S ir  William Devenant’s in  h is  adaptation  of MacBeth, wherein 
he develops Lady MacDuff as a major character who a r b i t r a r i ly  appears on 
s tag e , as occasion o f fe rs ,  to  u t te r  p la titu d in o u s  warnings ag ain st ambi­
tio n ; the dramatic purpose i s  to  show, by force of c o n tra s t, th a t  Lady 
MacBeth i s  not a good woman. The same q u a lity  of a rb itra r in e s s  adheres 
to  Dee: her entrances and e x its  are much b e t te r  managed than Lady MacDuff's,
but we can’ t  help wondering how i t  happened th a t she grew up so s a in t ly .  We 
gather th a t D elia was too busy sp o ilin g  Tina to  pay much a tte n tio n  to  Dee,
-174-
and th a t consequently she was unspoiled. But in  the modern th e a tre  of 
realism , i t  i s  very hard fo r an audience to  be lieve  th a t a g i r l  whose 
mother sy stem atica lly  neg lec ts  her in  favor of a foundling w il l  tu rn  
out so sw eet-natured and understanding. She does, i t  is  true  have a 
s l ig h t  tendency to  be pa tro n iz in g ; but th is  is hardly  to  be wondered 
a t ,  in  view of the way the r e s t  of the fam ily behaves.
For Zoe Akins, possib ly  fo r the purpose of providing l iv e ly  d ia ­
logue, has lowered the tone of family in te rco u rse  in  th is  a r is to c r a t ic  
household to  a p o in t th a t would hardly be to le ra te d  in  even the most 
perm issive modern suburban home. In su lt  follows in s u l t ,  and scene 
follows scene, u n t i l  by the time the f in a l  confron ta tion  between C harlo tte  
and D elia occurs, i t  has lo s t  a l l  i t s  fo rce—i t  is  ju s t  another family 
braw l, such as have been going on most of the time fo r y ears. One fe e ls , 
not th a t C harlo tte  i s  w illin g  to  put up w ith i l l  treatm ent fo r  T ina's 
sake, but th a t she has become inured to  i t .  In  f a c t ,  she provokes i t .
Her reason, as she exp lains i t  to  Dr. L anskell, i s  th a t she wants Tina 
to  look upon her as an old maid cousin in s tead  of as a mother, so th a t 
Tina w ill  never suspect th e ir  tru e  re la tio n sh ip . Why an old maid cousin 
should have to be so co n sis ten tly  in to le ra b le  i s  not made c le a r . But fo r 
whatever reason, C harlo tte  is  fa r  more d isagreeable  than in  the novel, 
con tinually  nagging Tina, making every e f fo r t  to  sp o il even h er innocent 
p leasu res, and, in  the scene involving Banning, b i t t e r ly  hum iliating  h e r.
Again, we are  obviously meant to  fe e l  th a t th is  i s  what D elia has 
brought her to . But th is  continual blackening of D elia prepares us fo r 
a completely d if fe re n t ending to  the s to ry  than the one Mrs. IVharton 
designed and Miss Akins followed: we long to  see D elia punished. The
lo g ic a l denouement of the play would have been th a t the s e lf is h  D elia
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would have maneuvered to  keep Tina with her a t  any co s t; th a t C h arlo tte , 
the good mother, would again have sa c r if ic e d  h e r s e lf ,  using the a ffec tio n  
between Tina and D elia to  outmaneuver her r iv a l ;  th a t  by so doing she 
would have secured her daug h ter 's  happiness, g ra ti tu d e , and am elio ration , 
and thus would f in a l ly  triumph over D elia—a c le a r , i f  not very in te r e s t ­
ing, s to ry  of the v ic to ry  of v ir tu e  over v ic e .
But, as I  have s a id . Miss Akin has followed Mrs. Wharton's ep i­
sodes f a i th f u l ly ,  reg ard less  of m otivation. Perhaps the worst breakdown 
in  p lo t s tru c tu re  i s  in  the ch arac te r of D elia  h e r s e lf .  In the Fourth 
Episode, she i s  q u ite  a lte re d  from the woman we have seen in  the  f i r s t  
th ree . She is  le s s  sure o f h e r s e lf ,  seems ancious to  p laca te  everybody, 
e sp ec ia lly  C harlo tte  and Tina; a lto g e th e r , she ac ts  l ik e  a woman with a 
g u ilty  conscience. There i s  indeed a dram atic lo g ic  in  th is :  she has
had her way, she has indulged h e rs e lf  by ruining C h a r lo tte 's  l i f e  and 
sp o iling  Tina, and the re s u lts  have made her a f ra id  of the wreckage she 
has caused. And th e re  is  an im plica tion  th a t her l i f e  w ith Tina has been 
a su b s titu te  fo r the l i f e  w ith Clem th a t she renounced, and th a t  love has 
softened h er. The e f fe c t  has been to  reduce th is  hard , domineering, 
s e l f is h ,  conventional woman to a weak and sentim ental middle age. In 
the F if th  Episode, her daughter Dee c a lls  her a "dear romantic goose,"
(p. 182) and t r e a ts  her as i f  she were a ch ild .
But in  s p i te  o f the lo g ic  of th is  denouement, i t  i s  em otionally 
f ru s tra tin g  fo r the audience: we do not want to see D elia  softened and
p e n ite n t, and we are  not ready to  forgive h e r—her punishment i s  fa r  
too t r i f l i n g  fo r h e r crim es. For one th in g , she does q u ite  as much harm 
as a dear romantic goose as she ever did in  the days of her unregenerate
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in iq u ity : C h a rlo tte ’s l i f e  i s  a constant h e l l ,  and Tina is  ru ined . Worst
of a l l ,  ag a in st a l l  ju s t ic e ,  ag ain st a l l  the hopes of the audience, she 
triumphs over her cousin. At the end of the play C harlo tte  r e t i r e s  beaten 
from the f ie ld  as she sees her daughter come down the s ta i r s  fo r  her b r i ­
dal ta lk  w ith D elia . The f in a l  scene, between D elia and Tina, where D elia 
t r i e s  to  make some rep a ra tio n  fo r C h a rlo tte ’s years of torm ent, rings ab­
so lu te ly  hollow and leaves us u n sa tis f ie d  and even bewildered.
But in  the novel, the development of D elia  from an inexperienced 
young matron to  a wise and loving woman is  worked out c a re fu lly  and c a rr ie s  
u t te r  conviction . Moreover, when she a rr iv e s  a t  the p o in t of making her 
s a c r i f ic e ,  the  reader knows exactly  what she i s  giving up: ’’never had
she kept a moonlight watch w ith a lo v e r’s arms to  warm h e r. . ."  (p. 133) 
Never had she borne a ch ild  who was the f r u i t  of a strong passion . In 
losing  Tina, she is  lo sing  a l l  th a t makes her l i f e  worth l iv in g . She gradu­
a lly  d iscovers th a t her p o s itio n  as a New York so cie ty  matron, which in  the 
beginning of the s to ry  was a source of such happy complacency to  h e r , is  
a liv in g  death. With Tina gone, her house and a l l  i t  stands fo r  w il l  be 
in  e f fe c t  her grave.
C h arlo tte , although we see h e r only through D e lia ’s eyes, learns a 
wisdom of her own. I n i t i a l l y  much more v i t a l  and aware than D e lia , she 
begins by affirm ing her na tu re  and refusing  to accommodate her l i f e  to 
what so c ie ty  expects of h e r . But the a ffirm atio n  i s  in  vain: circumstances
force her as w ell as D elia  in to  an a lie n  mould, and she becomes the pro to­
type of an old maid, her so le  d e sire  to  prevent her daughter from su ffe rin g  
the f a te  th a t she h e rs e lf  has su ffered  as the re s u lt  of her re b e llio n . 
F in a lly , in  y ie ld in g  her p lace to D elia on the n igh t before T ina’s wedding, 
she acknowledges th a t so c ie ty  must win, even i f  th a t e n ta i ls  the complete
-177-
s a c r if ic e  of a l l  p r iv a te  l i f e  and jo y . In the end, she jo in s  D elia in  
the grave. The only hope fo r the sep ara te  sou l in  i t s  b a t t le  against 
socie ty  is  th a t these  two women may between them have succeeded in  
making some s o r t of r e a l  l i f e  p o ssib le  fo r  Tina.
Although the is su e —so cie ty  versus the person—is  so c lea rly  
drawn, Edith Wharton's s to ry  is  su b tly  to ld . A ll th ree  women are en­
dearing, and a l l  are tre a te d  w ith tender irony—the matronly D elia , the 
independent-minded C h arlo tte , the  pampered and ca re fu lly  brought up 
Tina. In  s p i te  o f the b u r ia l  a l iv e , the s to ry  is  not a tragedy, but 
almost a romance: the way of l i f e  to  which the txfo women's s a c r if ic e
has reduced them is  almost worth the p ric e  they have had to pay fo r  i t .
I f  i t  is  oppressive and narrow, i t  y e t allows scope fo r graciousness, 
personal honor, and lo y a lty . The romance verges upon comedy in  the re ­
la tio n  between D elia  and C harlo tte : outwardly a ffe c tio n a te  cousins,
inwardly they are  r iv a ls ,  fo r  Spender and fo r Tina; but the  f in e s t  po in t 
of the comedy i s  th a t  a t  the deepest le v e l of a l l ,  where the fu lfilm en t 
of personal d esire  confronts the force of circum stance, they have been 
a l l i e s :  the world may have beaten them bo th , but between them they have
been able to  give Tina a t  le a s t  a f ig h tin g  chance to  hold her own against 
i t .
CHAPTER VI
ETHAN FROME
In an essay on Ethan Frome, "The M orality of In e r t ia ,"  (Edith 
T’Jharton; A C ollection  of C r i t ic a l  Essays, ed. Irv ing  Howe, Englewood 
C lif f s ,  N. J . ,  P ren tice -H a ll, 1962, pp. 137-146) Mr. Lionel T r illin g  
says of h is  su b jec t " i t  seemed to  me qu ite  unavailable fo r any moral 
d iscourse. In the context of m ora lity , there  is  nothing to  say about 
Ethan Frome. I t  p resen ts no moral issu e  a t a l l "  (p. 139). Mr. T r il l in g  
develops the idea th a t the seriousness of Edith Wharton's moral in ten tio n  
in  w ritin g  the s to ry  "was not adequate to  the dreadful fa te  she contrived 
fo r her characters" (p. 138). L ater in  the essay he w rites  "Betifeen the 
moral l i f e  of Ethan and M attie and th e i r  te r r ib le  fa te  we cannot make any 
reasonable connection. Only a moral judgment crue l to the po in t of in ­
san ity  could speak of i t  as anything but acc iden tal"  (p. 145).
In  Mr. T r i l l in g 's  view, th is  acc iden ta l q u a lity  i s  a serious 
f a u lt ;  but i t  seems to  me th a t what he says might equally w ell be applied 
to  Oedipus Rex. Surely most of us can agree w ith him th a t none but the 
most b ru ta lly  su p e r f ic ia l  m oralis ts  would th ink  th a t Ethan and M attie 
deserved th e ir  fa te ;  but lik e  most Greek tragedy, the work impels us to  
consider what the connection between the moral l i f e  of the characters 
and what happens to  them. Like Oedipus, Ethan is  a be tte r-than -average  
man, and lik e  Oedipus he is  s trip p ed  of everything. Why? Does the sto ry
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cast any l ig h t on human va lues, or i s  Lionel T r i l l in g  r ig h t in  believ ing  
th a t i t  is  a case of an au th o r 's  se lf-indu lgence  in  the cruel? To answer 
th is ,  we may begin by considering what values the s to ry  im plies.
The h ig h est good in  S ta rk fie ld  cu ltu re  seems to  have been economic 
s e lf -s u ff ic ie n c y , with i t s  concomitant of s t r i c t  p rob ity  about money.
When E than 's parents f e l l  upon hard tim es, there  was no thought of borrow­
ing money: Ethan had to  come home from school and work the farm h im self.
When he was thinking about going West with M attie , leaving Zeena as a 
charge upon the community was unthinkable. F in a lly , the immediate cause 
of h is  c a p itu la tio n  to  the circumstances which kept him in  S ta rk fie ld  was 
an unw illingness to  borrow money from kind neighbors on fa ls e  p re tenses, 
even though the a lte rn a tiv e  was to  condemn M attie to  e x ile  and, as they 
both thought, death. In d if fe re n t c u ltu re s , the general fee lin g  might 
have been th a t E than 's parents ought to  have gone in to  debt or sold the 
farm to  give Ethan h is  s t a r t  in  l i f e ;  th a t Ethan’s and M a ttie 's  happiness 
and fu lfilm en t were more im portant than Zeena's f in a n c ia l independence; 
th a t M a ttie 's  l i f e  was worth a sm all a r t i f i c e .
A c ru c ia l event in  E than 's l i f e  was h is  m arriage to  Zeena. In  
S ta rk f ie ld , m arriage seems to  have been a p riv a te  a f f a i r ,  a t  le a s t  a t  i t s  
incep tion : Ethan was n o t, ev id en tly , accountable to  anyone e lse  when i t
came to  choosing a w ife. He knew him self th a t  he had m arried her out of 
lone liness  (Ethan Frome, N. Y. S c rib n e r 's , 1938 e d . , pp. 69,70) and th is  
says something about the is o la tio n  of the members of the community from 
one another. In  a European v il la g e , or in  a Quaker community where 
marriage requ ires the assen t of the congregation, the union might never 
have been perm itted; furtherm ore, in  such a community Ethan might not 
have been so lonely . Another notable po in t about S ta rk v ille  mores is
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th a t  Zeena, once m arried , seems to  have had more overt power over Ethan 
than she would have had anywhere ou tside  America. Ethan’s indulgence 
o f her hypochondria, w ith i t s  a tten d an t extravagance, conforms to  a pe­
c u lia r  type of American ch iv a lry ; another in stance  of i t  is  h is  response 
to  her in su ffe ra b le  behavior—in v ariab ly  courteous, even a ffa b le ; an 
I ta l ia n  peasant would have kept away from h e r, quarreled  w ith h e r , or 
beaten h e r.
Thus when Zeena made up h er mind to  get r id  of M attie , h er b a t t le  
was more than h a lf  won—the community would s tand  behind h e r. The per­
verted  ch ivalry  ev iden tly  made i t  hard fo r Ethan to  f ig h t h is  w ife on any 
p o in t; added to  t h i s ,  the bare suggestion  of love between him and M attie  
seems to  have been s u f f ic ie n t  to  disarm a l l  h is  defenses. I t  does not 
seem to  have m attered much th a t th e ir s  was an innocent love, even an un­
declared love; i t  put Zeena in  the r ig h t  and them in  the wrong, or a t  
le a s t  made i t  im possible fo r M attie to  go on liv in g  in  the Frome house­
hold. In  S ta rk f ie ld , love outside of m arriage, whether innocent or 
o therw ise, was high on the  l i s t  of s in s ,  e a s ily  taking precedence over 
the v io la tio n  of fam ily duty to  a penn iless cousin, or sending a young 
g i r l  away to  what was v ir tu a l ly  her death.
The reverse  side  of the c u lp a b ility  of e x tra -m a rita l love in  
th is  sev ere , m idd le-c lass P ro te s tan t view of th ings was i t s  i r r e s i s t i b l e  
a l lu re ;  M attie rep resen ted  fo r  Ethan a l l  the in te r e s t ,  a l l  the joy and 
b righ tness and beauty th a t h is  l i f e  had lacked. As many studen ts of 
cu ltu re  have observed, th is  apotheosis of romantic love i s  a phenomenon 
of the 19th century which found i t s  f u l l e s t  expression in  England and 
America, where i t  o ften  became a s u b s ti tu te  fo r  re lig io n . In  a d if f e re n t 
so c ie ty , the love might have been le ss  im portant, both in  the community
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value system and to  Ethan h im self; and lo y a lty  to  family and to the 
marriage bond might have had the e f fe c t  of keeping the th ree  together 
ra th e r  than of driv ing  M attie out. But in  the New England cu ltu re  of 
1911, which others besides Mrs. Wharton have seen as the quintessence 
of the m iddle-class Puritanism  of the Western World, even an innocent 
preference fo r  another woman i s  seen as an absolu te v io la tio n  of the 
o b lig a tio n  a man owes h is  w ife . In l i t e r a tu r e ,  such episodes o ften  
end in  some kin;- of m etaphorical death.
And there  i s  a c lose a sso c ia tio n  between love and death in  the 
s to ry . When M attie and Ethan rode the s led  down the h i l l  in to  the elm 
tre e ,  th e ir  motives were more complex than a simple d esire  fo r  death : 
the ac t was th e ir  way of making love. I  have not found any comment 
about the m etaphorical s ig n ific an ce  of th is  plunging toge ther to  an 
end th a t was never consummated; but su re ly  i t  i s  a r ic h  and v a lid  image 
fo r th e ir  abortive  love a f f a i r .  The r e s u lt  was not death , but the c l i ­
max th a t Mrs. Wharton re fe rs  to as having taken p lace a generation  
l a t e r  (Edith lA arton, Ethan Frome, New York, S c r ib n e r 's , 1922 e d itio n , 
p. v i ) —Ethan 's awareness th a t he had fa i le d  M attie , " i f  M attie had 
d ied ,"  says Mrs. Hale, "Ethan might have liv ed  (1938 e d it io n , l a s t  page): 
i f  he had succeeded in  g iving M attie what she wanted from him, then h is  
enthusiasm fo r l i f e ,  h is  l ib id o , might have survived. But he did not 
succeed, and so he was constra ined , dim inished, w ith "the look in  h is  
face which, as I  p e rs is te d  in  th ink ing , n e ith e r  poverty nor su ffe rin g  
could have put there" (p. 11).
Now the question before us i s :  did Ethan v io la te  any p a rt of
the S ta rk fie ld  code of morals? In  the context o f the s to ry , was he 
responsib le  fo r h is  fa te?  In  the sense th a t he was to  blame fo r i t .
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c e r ta in ly  n o t. As I have sa id , the sto ry  i s  f u l l  of in d ica tio n s  th a t 
Ethan was A r is to t le 's  b e tte r-th an -av erag e  man, from the po in t o f view 
of both the a lie n  n a rra to r  and the community i t s e l f .  We cannot, I 
b e lie v e , even find  an au th en tic  ham artia in  him: a C h ris tian  m o ra lis t
might perhaps a lleg e  th a t he allowed him self to  be bemused by h is  love 
fo r M attie  to  the po in t where he harmed both the women he was responsib le  
fo r ; but given the grimness of h is  l i f e  and the gentleness of h is  n a tu re , 
i t  was q u ite  in e v ita b le  th a t  he should f a l l  h e lp le ss ly  in  love w ith 
M attie ; and, in  s p i te  of the fa c t th a t the neighbors would have sided 
w ith Zeena, none of them seems to  have blamed him fo r i t .  Even Zeena 
seems to  have looked on i t  more as a weapon th a t she could use against 
him than as something cu lpab le—he s a t i s f ie d  the community conscience 
by no t declaring  h is  love u n t i l  he was about to lo se  M attie fo rever.
But on the o ther hand, the sub jec t of Ethan Frome, un like  th a t 
of Greek tragedy, does no t seem to  be the in e lu c tab le  mystery of fa te .
The s to ry  i s  an outrage to  our fee lings in  a way th a t Oedipus Rex i s  not: 
the h e l l is h  grimness of E than 's  and Zeena's and M a ttie 's  l i f e  seems some­
how unnecessary, p reven tab le . The reader fe e ls  l ik e  blaming somebody 
o r something. The obvious c u lp r i t  i s  of course Zeena. She i s  the de­
monic f ig u re , the w itch. Even when physica lly  absen t, she cas ts  her 
b a le fu l in fluence  on happiness by means o f her c a t , which eyes the 
lovers from Zeena's rocking c h a ir , and la t e r  breaks the red g lass  
p ick le  d ish , the symbol of e ro tic  love. W itchlike, Zeena i s  accustomed 
to  keep th is  a r t i c l e  in  the  back of the c lo se t, in  co n tra s t to  M attie 
who got i t  out fo r h e rs e lf  and Ethan a t the e a r J ie s t  opportun ity . And 
Zeena's seemingly m erito rious ac t of taking M attie back a f te r  the
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accident and of caring fo r her is  the ac t of a w itch: she transmutes
the lo v e rs ' paradise  in to  a h e l l .
Ethan, the s to ry  t e l l s  us, had o ther d i f f ic u l t ie s  to  contend with 
(poverty, h is  p a ren ts , and the general harshness of h is  l i f e )  th a t made 
him p ecu lia rly  vulnerable to  Zeena's m alice. But, as I have suggested, 
she would no t have had the power she had over him i f  she had not been in  
some sense rep resen ta tiv e  of the community. The re la tio n  between the 
S ta rk fie ld  in h ab itan ts  and th e ir  environment was p rec ise ly  the re la tio n  
between Ethan and Zeena—harsh , f ru s tr a t in g , and f in a lly  defeating  of 
a l l  hope of happiness. And th is  environment was of course moral as w ell 
as physica l. In  fa c t ,  throughout the work Mrs. I'Jharton uses the New 
England clim ate as a metaphor fo r  the rep ressive  and deadening moral 
atmosphere (see below, p. ) which, in  her novels about New York so c ie ty , 
is  presented as th a t s o c ie ty 's  assumptions about i t s e l f  and the in d iv i­
d u a l's  p lace in  i t .  Like the in h ab itan ts  of S ta rk f ie ld , Mrs. Wharton's 
New Yorkers construct th e ir  moral being upon a base of economic s e l f -  
su ffic ien cy , p rob ity  in  money m atte rs , s t r i c t  adherence to  the tru th , 
quasi-ch ivalrous indulgence of w ives, and the jo in t  c u lp ab ility  and de­
s i r a b i l i ty  of romantic love. Thus, the tru e  c u lp r i t  in  Ethan Frome is  
not Zeena, but the American system of moral values as i t  appears to 
Mrs. Wharton.
Many c r i t i c s  have observed th a t  Ethan Erome is  a departure from 
the general tendency of Edith Wharton's production: in stead  of New York
so c ie ty , we are  presented with New England v illa g e  l i f e  where poverty is  
a continual th re a t and c u ltu ra l l i f e  is  s trip p ed  to  i t s  bare e s s e n tia ls . 
But Ethan Frome is  a departure only i f  we conceive of Mrs. Wharton as a 
n o v e lis t of manners (and even then, i s  not the c u ltu ra l l i f e  of her
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New York th in  and c o n s tr ic tin g ? ) . I f  we accord her a wider range, and 
read her as an in te rp re te r  of a more general human condition , Ethan 
Frome becomes the focus of her work: the c u ltu ra l values of America,
the values she questions in  a l l  her work, find  th e i r  q u in te s se n tia l ex­
p ression  in  the c u ltu ra l values of S ta rk f ie ld . And the question she 
ra is e s  i s —is  th is  c iv i l iz a t io n  worth the personal s a c r if ic e  i t  e n ta ils?  
How does she mean us to  evaluate the f ru s tra te d  liv e s  of Ethan, of 
Newland Archer and Anna Leath and D elia Ralston?
To be su re , E than 's f ru s tra t io n  is  of a d if fe re n t s o r t  from the 
o th e r s ':  fo r one th ing , i t  i s  worse. His f in a l  s ta te  is  repeatedly  des­
cribed as h e l l ,  whereas the characters in  the o ther novels r e c a l l  D ante's 
good pagans in  Limbo—they are w ithout hopej Ethan i s  in  despa ir. But 
he is  not in e r t .  In  the face of h e l l ,  he continues to  a c t—actio n  is  
the very mark of h is  endurance. He is  s t i l l  a t work f u l f i l l in g  h is  o b li­
g a tio n s , a t  the cost of whatever e f fo r t  i t  may req u ire . I  am a t  a lo ss  
to  understand how Mr. T r ill in g  could have seen E than 's moral l i f e  as 
one of in e r t i a ,  unless perhaps he mistook the r ig id  and g ra n ite - l ik e  
atmosphere of the book fo r in ac tio n . E than 's a c tio n , i t  is  tru e , produced 
no change in  the s i tu a tio n ; but he was not defeated . His l i f e  was one 
o f unrem itting e f fo r t ;  he could do th ings th a t no one e lse  could do;
ft
and moreover, as Harmon Gow says, " I  guess i t  was always Ethan done the 
caring" (p. 7 ). He never gave up, e i th e r  physica lly  or em otionally: he
endured. Again, Harmon Gow says, " E th a n 'll  lik e ly  touch a hundred" (p. 6). 
This l i f e ,  however harsh , however apparently  unrewarding, was not meaning­
le s s .
For a l i f e  tru ly  b e re f t of meaning and hence more tru ly  h e l l i s h ,  
we may consider by way of example Undine Spragg's in  The Custom of the
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C oun ty  (McMillan, 1913). "She had everything she wanted, but she s t i l l  
f e l t  a t  times th a t th e re  were o ther things she might want i f  she knew 
about them" (p. 591). Then she learns th a t because of her d ivorce, her 
husband can never become an Ambassador. "Under the dazzle a tin y  black 
cloud remained. She had learned  th a t  th e re  was something she could 
never g e t, something th a t n e ith e r  beauty nor in fluence  nor m illio n s  could 
ever buy fo r h e r. She could never be an Ambassador's w ife; and as she ad­
vanced to  welcome her f i r s t  g u ests , she sa id  to  h e rs e lf  th a t i t  was the 
one p a r t she was re a lly  made for" ( la s t  page).
In  a rriv in g  a t  th is  vacuous s ta te  of being . Undine had l e f t  a 
wreckage of o ther p eo p le 's  l iv e s  behind h e r. But ap art from the good 
or harm each may have done, E than 's hard l i f e  i s  one of more d ig n ity , 
and th e re fo re  more v a lu e , than Undine Spraggs'. The a t t i tu d e  Edith 
Wharton co n sis ten tly  expresses is  th a t the castin g  o ff  of the c o n s tr ic tin g  
trammels of a code of behavior, regard less  of th a t code's in t r in s ic  va­
l i d i t y ,  re s u lts  in  moral chaos and f in a lly  in  anomie. However oppressive 
a c iv i l iz a t io n  may be, i t  i s  b e t te r  than no c iv i l iz a t io n ;  and i f  the 
ind iv id u a l person cannot f lo u r ish  or l iv e  o ther than a stun ted  l i f e  in  
conforming to  the  s t r ic tu r e s  of American so c ie ty , y e t ou tside  th a t con­
form ity he cannot func tion  as a moral agent a t  a l l .  These moral values 
may not make fo r human happiness; worse, they may be merely r e la t iv e ;  
but n ev erth e le ss , they must be obeyed—the a lte rn a t iv e  i s  a l i f e  w ith 
no meaning.
I f  Mrs. Wharton questions the v a l id i ty  of the  moral values im pli­
c i t  in  Ethan Frome, she i s  q u ite  d e f in ite  about th e i r  a e s th e tic  worth. In  
her preface to  the 1922 e d itio n , (pp. v, v i)  she w rite s  " I had an uneasy 
sense th a t the New England of f ic t io n  bore l i t t l e .  . . resemblance to the
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harsh and b e a u tifu l land as I  had seen i t .  . . the outcropping g ra n ite  
had been overlooked. . . I t  [her theme] must be tre a ted  as s ta rk ly  and 
summarily as l i f e  had always presented i t s e l f  to  my p ro tag o n is ts ; any 
attem pt to  e lab o ra te  and complicate th e i r  sentim ents would n ecessa rily  
have f a l s i f i e d  the whole. They were, in  t ru th , these f ig u re s , my 
g ran ite  outcroppings; but half-em erged from the s o i l ,  and scarcely  
more a r t ic u la te ."
I b e liev e  any ad d itio n  to  th is  comment of Mrs. W harton's about 
the a r t i s t i c  technique of the book would be superfluous. The most ob­
vious reason fo r i t s  success is  the harmony she has achieved between 
the theme and the p lo t ,  c h a ra c te r iz a tio n , s ty le ,  and use o f d e ta i l  to 
convey her v is io n . Most readers immediately recognize the ju s tn e ss , 
the p e rfe c t ap p rop ria teness, of the co n trastin g  images of Zeena and 
M attie as they open the door to Ethan on successive n ig h ts ; o f the 
p ick le  d ish , the  s in i s t e r  c a t , the simple but powerfully moving ac t 
of Ethan carrying M a ttie 's  trunk dow nstairs.
The anagogia of Mrs. Wharton's novel, then, may be expressed 
as follow s: a l l  the a sp ira tio n s  of a b e tte r-th an -av erag e  man are de­
fea ted  by the environment in  which he l iv e s , bu t in  s p ite  of th is  he 
continues to  work and to  love. His motto might have been one I  once 
saw on a French coat-o f-arm s: "Je m ain tien d ra i."
Ifhen Ethan Frome was dramatized in  1936 (Owen Davis and Donald 
Davis, Ethan Frome, D ram atists Play Service, New York, S c rib n e r 's ,
1936, p. 5 ) , Mrs. Wharton wrote in  the foreword to  the  p lay , " I  found 
myself th inking on every page: 'Here a t l a s t  is  a new lease  of l i f e
fo r Et han ' . . .  I  imagine few have had the luck to  see the charac te rs
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they had imagined in  f ic t io n  tran sp o rted  to  the stage w ithout lo ss  or 
a l te ra t io n  of any s o r t ,  w ithout even th a t grimacing enlargement of 
gesture  and language supposed to  be necessary to  'c a r ry ' over the foo t­
l ig h ts .  I should l ik e  to record here . . . my p ro fess io n a l adm iration 
fo r the g re a t s k i l l  and e x q u is ite  sen s itiv en ess  w ith which my in te r ­
p re te rs  have executed th e i r  ta sk ."
I  am in  f u l l  agreement w ith Mrs. Wharton about the s k i l l  and 
ex q u is ite  s en s itiv e n e ss ; moreover, almost every suggestion of dramatic 
action  in  the novel has been incorporated  in to  the p lay . But i t  seems 
to  me th a t  there  are  s ig n if ic a n t  a lte ra t io n s  in  the c h a rac te rs , or a t 
le a s t  th a t  the d ram atists  see them d if fe re n tly  from the way the n o v e lis t 
d id. Both the novel and the play begin w ith a prologue which takes 
place twenty years before the events s e t  fo r th  in  the s to ry . Both serve 
to  s tim u la te  our in te r e s t  in  Ethan, and our c u r io s ity  about the chain 
of events th a t  reduced him to  the condition in  which we f i r s t  see him— 
a ru in  th a t  has somehow endured, and w il l  endure fo r years to come.
But th e re  are  d iffe ren ces  in  the p resen ta tio n  of E than 's ch arac te r, 
a) in  h is  moral s ta tu r e ,  b) the  in fluence  of the  clim ate upon him, and 
c) in  the degree to  which h is  caree r r e f le c ts  th a t  of the whole v il la g e .
In  the novel, the n a r r a to r 's  ro le  i s  th a t  of in te rp re te r .  His 
in te r e s t  in  Ethan i s  f i r s t  aroused by seeing th is  badly damaged bu t im­
pressive  man come to  the post o ff ice  every day to  c o lle c t h is  m ail. He 
inqu ires  about Ethan from Harmon Gow, "who had driven the s tag e . . . in  
p re - tro lle y  days and knew the chron icle  of a l l  the fam ilies  on h is  lin e "  
(1938 e d itio n , p. 4 ), and Harmon t e l l s  him of the "smash-up" twenty years 
before . I t  was the  "wust k in d ,"  but "Fromes a re  tough. E th a n 'l l  l ik e ly  
touch a hundred." To the n a rra to r  he seems "dead and in  h e l l  r ig h t now"
—188—
(p. 6). "Guess h e 's  been in  S ta rk fie ld  too many w in te rs ,"  says Gow 
(p. 6 ); and he gives the reason fo r E than 's not being able to  get away— 
he had to  care fo r  h is  people. The n a rra to r  suggests th a t s ince  the 
smash-up E than 's people must have had to care fo r  him; but Gow answers 
"Oh, as to th a t:  I  guess i t ' s  always Ethan done the caring" (p. 7).
Thus in  the f i r s t  few pages Ethan is  e stab lish ed  as a man who 
has endured a l l  th a t fa te  could do to him, but who has re ta in ed  the un­
diminished respect of h is  fellow-townsmen; more im portant, he has re ta in ed  
h is  compassion. I t  i s  th is  p ecu lia r q u a lity  of h is  a t t i tu d e  toward "h is 
people," i t  seems, th a t ch iefly  in te re s ts  the n a rra to r , and which places 
Ethan beyond h is  circum stances. L ater the n a rra to r  re fe rs  to  a "look on 
(E than 's) face which n e ith e r  poverty nor physical su ffe rin g  could have 
put there" (p. 11). This look, as the s to ry  develops, seems to  be the 
expression o f f ru s tra te d  compassion: Ethan was a man of su p erio r q u a li­
t i e s —"virtuous" in  the c la s s ic a l  sense—who bent a l l  h is  e f fo r ts  to 
taking care of "h is people," and had to  l iv e  w ith the fa c t th a t he could 
do nothing fo r them a t  a l l .
As the n a rra to r  begins to  know Ethan b e t te r  in  the course of th e i r  
d a ily  d rive to Corbury F la ts ,  he finds more evidence of E than 's su p e r io r ity  
to  h is  circumstances and to  the townsmen. Ethan and h is  aging bay can ge t 
the n a rra to r  to  h is  d e s tin a tio n  when a l l  the o ther horses in  the v illa g e  
are la id  up w ith an epidemic (a m etaphorical su p e r io r ity , indeed, but 
su re ly  more than a b i t  of p lo t s tru c tu re ) ;  Ethan has spent a year in  
F lo rida—he has gone beyond the v il la g e ; he knows something of sc ience , 
and is  w illin g  to read a book on the su b jec t, in  s p ite  of the reductive  
and confining circumstances of h is  p resen t l i f e .  In sum, he is  presented  
as a person of very high s ta tu re .
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In  the play too, the prologue serves as a device fo r ch arac te riz ing  
Ethan (Davis, pp. 9-12). Gow tre a ts  Ethan’s poverty and re ticen ce  with 
g rea t re sp ec t, and the ac tion  estab lish es  Ethan’s readiness to  surmount 
d i f f ic u l t ie s ;  but the impression we get is  not of a su perio r man, but of 
one who i s  very poor and is  re tic e n t about h is  tro u b les ; as fo r Harmon 
Gow’s a t t i tu d e ,  respec t fo r  poverty and re ticen ce  seems to  be simply the 
custom of the country. The h o rses’ epidemic is  re fe rre d  to , but emerges 
as p lo t s tru c tu re  ra th e r  than metaphor; nothing i s  sa id  of Ethan’s 
" c a r in g ,” of h is  s tay  in  F lo rida  or h is  in te r e s t  in  science. In  sh o rt, 
we are presented w ith the p ic tu re  of a man s to ic a l  and re so lu te , but not 
hero ic .
The prologue does not mention the smash-up. I t  e s tab lish es  th a t 
some ex traord inary  event has brought Ethan to  the condition we see him in , 
and the audience i s  made curious as to  what th a t event may be. The whole 
action  of the play then leads up to the smash-up as the cause of E than 's 
p resent condition . In the novel, the dreadful n o n -fa ta l accident i s  of 
course a lso  the cause of Ethan’s condition , but the read e r’s knowledge of 
i t  i s  not postponed—i t  i s  mentioned on the second page. The e f fe c t  i s  to  
d isplay the smash-up as the cen tra l element in  a la rg e r  p a tte rn : the re a l
cause of Ethan’s fa te  is  h is  ice-bound p a s t. The phrase "guess h e ’s been 
in  S ta rk fie ld  too many w inters" (absent from the play) is  u tte re d  twice 
(Wharton, pp. 6,7) ,  and functions as a foca l po in t fo r  the whole prologue. 
We are made aware as soon as possib le  th a t ,  as I  have sa id , in  the novel 
the enemy is  the w in ter.
This b a t t le  between Ethan and the w inters is  one which he cannot 
win, but w il l  not concede. "Most of the smart ones get away," says Gow 
(p. 9 ). Ethan is  a smart one, but he is  trapped by the o b liga tions h is
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circumstances have imposed upon him, and w in ter is  a metaphor fo r  th is  
tra p . Gow t e l l s  the n a rra to r  about E than 's farm, "always 'bout as bare 
as a milkpan when the c a t 's  been round" (p. 13); of h is  fa th e r , who "got 
a k ick , out haying, and went s o f t  in  the  b ra in , and gave away money lik e  
Bible tex ts  afore he died" (p. 13); of h is  mother, who "got quee" a f te r  
the farm was iso la te d  by the new ra ilra o d  (p. 13); of Zeena, who's " a l­
ways been the g re a te s t hand a t  doctoring in  the county" (p. 13). E than 's 
one attem pt a t escape—h is  w in te r in  F lo rid a—offered  him some hope fo r 
a time; "But now i t ' s  a l l  snowed under," he says (p. 15).
A b i t  of the snowstorm scene may be considered as the co n tro llin g  
metaphor fo r the e n tire  novel: "The sm all ray of Frome's la n te rn  was
soon lo s t  in  the smothering medium, in  which even h is  sense of d ire c tio n  
and the bay 's  homing in s t in c t  f in a l ly  ceased to  serve us" (p. 23). Perhaps 
we may accept the t i r e d  and aged bay, who nevertheless  manages to  ge t the 
n a rra to r  to  Corbury Junction  and back in  a snowstorm th a t  has sen t the 
r e s t  of S ta rk fie ld  under cover, as a symbol of E than 's v i t a l  energy.
The truncated  farmhouse is  another metaphor fo r E than 's c a s tra ­
tio n  (pp. 20, 21). " I  had to  take down the 'L ' a while back," says Ethan 
(p. 20)—presumably to conserve h ea t; and the n a rra to r  sees in  E than 's 
"diminished dwelling the image of h is  own shrunken body" (p. 21).
The w in ter, then , functions almost as a charac te r in  the s to ry . I t  
a ffe c ts  not only Ethan but the whole v i l la g e , and by im p lica tion  the whole 
of New England and even America. The prologue t e l l s  us th a t ,  l ik e  Ethan, 
the in h ab itan ts  of S ta rk f ie ld  have had th e i r  l i f e  force frozen to  a "slug­
g ish  pulse" (p. 8 ), but not ex tinguished , by the s ta rk  northern  land . The 
n a rra to r  "had been s tru ck  by the co n tra s t between the v i t a l i t y  of the clim ate 
and the deadness of the community" (p. 8 ) , which "emerged from i t s  s ix
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months' s iege  l ik e  a starved  garriso n  c ap itu la tin g  w ithout quarte r"
(p. 9 ). And S ta rk f ie ld  is  only one of the communities to  f a l l  victim  
to  "the enemy in  command of almost a l l  the lin e s  of access between the 
beleaguered v illa g e s"  (p. 9 ). What began in  the ea rly  days of the 
nation  as a s tim u la tin g  challenge ends as a war of a t t r i t i o n :  the
w in ter rages, the people can only surv ive .
There are o th e r devices by which Ethan is  linked  w ith  the v il la g e . 
"A ll the dw ellers in  S ta rk f ie ld . . . had had troub les enough of th e ir  
ovm to  make them comparatively in d if fe re n t to  those of th e i r  neighbours 
. . . though a l l  conceded th a t Ethan Frome's had been beyond the common 
measure" (p. 11). Mrs. Hale, the n a r ra to r 's  landlady, l iv e s  in  "the most 
considerable mansion in  the v i l la g e ,"  (p. 9 )—th a t i s ,  she rep resen ts  i t .  
She has been a c lose fr ien d  of the Fram es', and her fortunes too were " a t 
the ebb" (p. 9 ). And p resen ting  E than 's s to ry  through the comments of 
Mrs. Hale, form erly the p r in c ip a l in h a b ita n t, and Harmon Gow, formerly 
the s tag e -d riv e r who knew a l l  th a t went on, has the e f fe c t  of tying the 
sinking fortunes of the v illa g e  w ith E than 's own grim d estiny .
In  the p lay , th is  ca re fu l interweaving of Ethan w ith the v illa g e  
and the American c u ltu re  is  absen t. The focus of in te r e s t  i s  e n tire ly  on 
Ethan h im self, and the t r a in  of events which brought him to  h is  p resen t 
s ta t e .  The farmhouse i s  not tru nca ted , bu t simply d ila p id a ted . The con­
v e rsa tio n  between Gow and the "Young Man" does not connect Ethan with 
h is  fellow  townspeople, but only gives us inform ation about him. In  sum, 
the d ifferen ce  between the p la y 's  prologue and the n o v e l's  i s  th a t the 
Ethan of the novel i s  of h igher s ta tu re  than the Ethan of the  p lay , th a t 
the novel makes Ethan the rep re sen ta tiv e  of the whole community while the 
play does n o t, and th a t the an tagon ist in  the novel i s  the c lim ate , which
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serves as a metaphor fo r the rep ressive  moral clim ate of America as 
Mrs. Wharton saw America. In  the p lay , the an tagon ist does not emerge 
in  the prologue; but as the ac tion  develops, i t  seems to  be Ethan him­
s e l f  who functions in  th a t ro le ,  or a t  le a s t  the cold and unyielding 
elements in  h is  ch arac te r do.
As I  have s a id , I  b e liev e  th a t th e re  are s ig n if ic a n t a lte ra t io n s  
in  Mrs. Wharton's charac te rs  as they appear in  the p lay . To begin w ith 
Ethan h im self, as the c u rta in  r is e s  on Act I ,  of which the time is  twenty 
years e a r l i e r  than the prologue, a l l  the audience knows of Ethan is  th a t 
he i s  p a r t ia l ly  c ripp led  and has su ffe red  g rea t m isfortune; of h is  char­
a c te r ,  we know only th a t he is  r e t ic e n t ,  i s  unw illing to do favors, but 
w il l  do a g re a t deal fo r  a d o lla r . The stage d irec tio n s  of Act I  describe 
him as "a drab p a rt of the p o v erty -s trick en  farm which is  h is  l i f e ,  and 
l ik e  i t ,  severe and hard and cold" (Davis, p. 14). His f i r s t  ac t a f te r  
dumping the logs on the f lo o r  i s  to  go to  the ta b le  and push Zeena's 
china aside (p. 14). When she complains of pain and appeals to  him fo r 
h e lp , he d o esn 't l i s te n .  She has had to  in troduce M attie in to  the house 
by a ru se , s in ce  Ethan has refused to  have h er (p. 15). TVhen he d is ­
covers the ru se , he re a c ts  "fu rio u sly  and determinedly" (p. 17). He is  a 
cold , w ilfu l ,  hard man, and h is  re la tio n s  w ith Zeena are  openly em battled.
In the novel, the f i r s t  d e sc rip tio n  of a .scene between Ethan and 
Zeena occurs a f te r  the exposition  of h is  growing love fo r M attie  (Wharton, 
pp. 41-42). Thus our f i r s t  view of the young Ethan i s  not of a man "severe 
and hard and cold" who is  on bad terms with h is  w ife , but of a warm-hearted, 
young fellow  in  love. In  the b r ie f  bu t portentous f i r s t  scene w ith Zeena, 
where she speaks of the p o s s ib i l i ty  of M a ttie 's  marrying and notes th a t 
now Ethan shaves every morning, he is  peaceable, even amicable. In the 
second scene w ith Zeena too , when he and M attie come home from the church
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s o c ia l, even though " i t  was p ecu lia rly  repugnant to  him th a t M attie 
should see him follow Zeena" up to  th e i r  bedroom (p. 59), he seems 
anxious to  p laca te  h e r , to accede to her demands i f  he can; " 'T h a t 's  
so. I t  i ^  powerful cold down h e re , ' Ethan assented; and w ith lowered 
head he went up in  h is  w ife 's  wake. . ."  (p. 59).
And h is  a t t i tu d e  toward M attie is  d if fe re n t in  the p lay . In  
the novel, he goes to  the s ta t io n  to meet her when she a rr iv e s , and 
there  is  no mention of h is  having objected to  her coming; again , "he 
re f le c te d , looking over her s l ig h t  person, 'She d on 't look much on 
housework, but she a i n 't  a f r e t t e r ,  anyhow'"  (p. 33). He i s  a l l  ami­
a b i l i ty  and good w i l l .  But in  the p lay , he is  in fu r ia te d  a t  Zeena's 
d u p lic ity  in  sending fo r h e r , and he is  im patient w ith M attie and a l ­
most rude. When she takes o ff  her coat and drops i t  on a ch a ir he says 
"There's pegs to  hand i t  up on" (Davis, p. 19). L a te r, th e re  is  the 
following interchange:
Zeena: I f  you'd ju s t  show her where th ings are once, Ethan,
's te a d  of scaring  the poor g i r l  to  death. . . she might 
do a l l  r ig h t .
M attie: (Turns and sees him holding out a la d le  f u l l  of stew
from simmering p o t.)  Oh I (She laughs nervously .) Guess 
I'm  not much help .
Ethan: (As he f i l l s  h is  p la te .)  I  guess not! (p. 21)
I t  is  not u n t i l  the end of the scene th a t h is  h o s t i l i ty  to  M attie i s  broken 
down, and he grudgingly concedes "Well, she a i n 't  a f r e t t e r ,  anyhow"
(p. 22). We have the im pression of a h a b itu a lly  h o s t i le  man, unsympathetic 
to  human needs and appeals, who i s  charmed in to  love ag a in st h is  na tu re .
Even in  the church so c ia l scene which expounds the beginning of 
th e ir  love, Ethan is  much rougher than in  the novel:
Denis: (Groses to E than.) Say, Ethe, would you mind i f  I  was
to  take M attie home?
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Ethan: (S ho rtly .) Yes, I  would.
Denis: I  got the old man's c u tte r  w a itin ' down th e re . I  thought
maybe she c 'd  take a l i t t l e  r id e . We w on't be long.
Ethan: (S ho rtly .) Nope I
Denis: I ' l l  s e e 't  she get home sa fe .
Ethan: Nope
Denis: W ell, maybe you c 'd  come along w ith us—save you w a lk in '.
Ethan: Don't mind w alk in 'I (Two g ir l s  and M attie come out of
the v e s tib u le , M attie hurrying toward them.)
Denis: (C alling to  M attie .)  Say, M attie , see i f  you c a n 't  make 
Ethan come along with us fo r a l i t t l e  r id e  in  the old  man's 
c u tte r!  (M attie crosses to  Ethan.)
Ethan: (Firm ly.) I t ' s  g e t t in ' kind of l a t e ,  M attie. (He s ta r t s
to  tu rn  from h e r, then say s .)  You comin' w ith me? 'Course 
i f  you want to stay  and go w ith him, I guess I c a n 't  stop 
you. (p. 28)
In  c o n tra s t, Mrs. Wharton's Ethan i s  very much the re tre a tin g  
lo v e r, hanging back u n t i l  he is  c e r ta in  th a t M attie would ra th e r  walk 
home alone than rid e  w ith Denis, almost overwhelmed with happiness a t 
the discovery.
But in  the p lay , the whole dram atic movement is  the gradual break­
ing up of E than 's hardness of ch arac te r, culm inating in  the passionate  
scene on the h i l l to p  ju s t  before the epilogue. In  th is  connection, in  
the f a l l  of 1968 I  had a conversation w ith  Mr. Donald Davis about the 
scene in  the novel on the n ight of E than 's absence, when Ethan picks up 
the o ther end of the p iece of c lo th  M attie  is  sewing on. This episode 
i s  om itted from the p lay . I had supposed th a t th is  was fo r the same 
reason as the a l te ra t io n  of the bed-making episode in  A ll The Way Home— 
th a t  the v isu a l impact would have been too l ig h t  to  carry weight of the 
em otion ., But Mr. Davis sa id  "No—ju s t  the con trary : the impact would
have been too s trong . The audience had to  be more and more acutely  aware 
of E than 's s tru g g le—Ethan and M attie must never touch each o ther u n t i l  
they rushed in to  each o th e r 's  arms on the h i l l to p ."
I f  Ethan is  a le ss  a t t r a c t iv e  ch arac te r in  the play than in  the
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novel J Zeena is  ju s t  the opposite . The same f i r s t  scene of Act I th a t 
shows Ethan as unresponsive and ra th e r  b ru ta l ,  shows Zeena as human and 
troubled and, i f  not exactly  appealing, a t  le a s t  as one who is  try ing  
to make co n tac t. The audience’s f i r s t  s ig h t of a ch arac te r i s  obviously 
of c ru c ia l importance to  th e ir  fe e lin g  about h e r; and a t c u rta in  r is e  of 
the play p roper, Zeena i s  on stage  alone. We see h e r working about the 
house as any w ife might do (in  the novel, Zeena i s  never once seen a t 
work u n t i l  a f te r  the ca tastrophe , and the re a d e r 's  f i r s t  a c tu a l s ig h t 
of her i s  the  w itc h -lik e  figu re  who opens the door to  the lovers when 
they come home la te  from the church so c ia l)  (Wharton, pp. 52 ,53). Her 
f i r s t  u tte ran ce  i s  when Ethan pushes her china a sid e—"Ethan, don’t ,  
you might break themI" (Davis, p. 14)—su re ly  a ra th e r  touching p o in t, 
against so drab a background. She proceeds to  admire her china. She 
does use i t  to  ge t in  a dig a t  Ethan—"Of course I ’ve given up hopin’ 
we’l l  ever get a p lace where th e re ’d be any use o f hav in ’ n ice  things"
(p. 14), but immediately afterw ards she "gets te a  p o t, shows i t  to him, 
he does not look ," and says "This is  re a l  p re t ty ,  a in ’t  i t? "  The po in t 
of the in terchange i s  th a t  she t r i e s  to  communicate w ith  him, but he 
re fu ses.
They go on to  have a b i t t e r  q u a rre l about the imminent a r r iv a l  
of M attie: Zeena, ev iden tly  fee lin g  th a t  her husband w i l l  never w illin g ly
meet her wants or needs, has arranged fo r M attie to  come w ithout te l l in g  
him anything about i t .  This episode does not occur in  the novel; fu r th e r­
more, the novel sp e c if ic a lly  s ta te s  th a t " the  f i r s t  scene of open anger 
between the couple in  th e i r  sad seven years together" (Wharton, p. 112) 
was a f te r  Zeena re tu rned  from B ettsbridge and declared th a t  the doctor 
sa id  she must have a h ired  g i r l .
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In  sh o rt, the novel p resen ts  us w ith the p ic tu re  of a g e n tle , 
warm-hearted young man m arried to  a mean and grasping woman, whereas 
in  the play we have a s e n s i t iv e , lonely  woman m arried to  a h o s t i le ,  
harsh-spoken man. As th is  f i r s t  dialogue between the couple comes to 
i t s  end, ju s t  before  the a r r iv a l  on stage  of M attie , Zeena s ta te s  
her p o s itio n :
(The dots in  the following passage do not in d ic a te  om issions,
but are supplied by the d ram atists  to in d ic a te  pauses.)
I t  ju s t  seems as i f  the  good Lord’ decided th a t you and me 
and the Fromes before  us. . . them la y in ’ out th e re . . .
ju s t  a in ’t  ordained to  ever g e t away from h e re , l iv in g  or
dead. Sometimes I  th ink  I ’l l  be lo s in ’ my mind l ik e  your 
mother did i f  I don’t  get someone here to ta lk  to . Ethan, 
you can l e t  M attie  s ta y , w ithout i t  c o s t in ’ you anything!
. . . Ju s t the spare room'n th ree  meals a day. W ell, the 
way I ’m f e e l in ’ now. . . I can’ t  ea t an y th in ’ myself to  
speak of. . . so she g e ts ’ l l  be the same as my share i f  I  
was able to ea t proper! (Ethan r i s e s ,  crosses to  s in k .)
M a ttie 's  a re a l  b a rga in , Ethan. The l a s t  l e t t e r  I  got from 
Aunt Prudence says M a ttie ’s w i l l in ’ enough; but none of 
the f a m ily 'l l  give her any th in ' but advice, s ince  her fa th e r  
died an’ l e f t  h is  drug s to re  bankrupt. . . so she a in ’t  
much use to  h e rs e lf  o r anybody e ls e . . . (Davis, p. 17)
Surely th is  speech demonstrates both su ffe rin g  and s e n s i t iv i ty .  In the
novel, we see Zeena s u f fe r  only once—when she discovers the broken
p ick le  d ish . Again, in  the novel i t  i s  Ethan who compares h is  house­
hold to  the Fromes in  th e i r  g raves, on h is  way home from the church 
so c ia l w ith M attie:
They turned in  a t  the gate  and passed under the shaded k n o ll 
where, enclosed in  a low fence, the Frorae grave-stones s lan ted  
a t  crazy angles through the snow. . . For years th a t  q u ie t 
company had mocked h is  re s t le s s n e s s , h is  d esire  fo r  change 
and freedom. "We never got away—how should you?" seemed to  be 
w ritten  on every headstone; and whenever he went in  or out of 
h is  gate he thought w ith  a sh iv er: " I ’ l l  ju s t  go on liv in g
here t i l l  I  jo in  them." But now a l l  d esire  fo r change had 
vanished, and the s ig h t of the l i t t l e  enclosure gave him a warm 
sense of continuance and s t a b i l i ty .  (Wharton, p. 49,50)
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Here i t  i s  Ethan who d isp lays s e n s i t iv i ty ;  bu t whereas to  the Zeena of 
the play the graveyard th rea ten s  in san ity  because she is  cut o ff from 
communication, to  the Ethan of the novel i t  promises continuance and 
s ta b i l i ty  because he has entered in to  communication.
Zeena's motive fo r having M attie come is  q u ite  d if fe re n t in  the
novel. The prologue t e l l s  us only th a t "Zeena, sh e 's  always been the
g re a te s t hand a t  doctoring in  the county." The very next mention of
her is  as follows :
M attie S ilv e r came from Stamford, and when she en tered  the 
Frome's household to ac t as her cousin Zeena's a id  i t  was
thought b e s t ,  as she came without pay, not to  l e t  her fe e l
too sharp a co n tra s t between the l i f e  she had l e f t  and the 
is o la t io n  of a S ta rk f ie ld  farm. But fo r th i s —as Frome 
sard o n ica lly  re f le c te d —i t  would hardly  have occurred to  
Zeena to  take any thought fo r the g i r l 's  amusement, (p. 32)
The c o n tra s t is  s tr ik in g :  in  the novel, she wants M attie  so th a t she can
indulge her hypochondria and dig her kn ife  deeper in to  Ethan; in  the p lay ,
she wants a companion because she is  ready to  go mad w ith lo n e lin e ss .
Indeed, in  the scene c ited  in  the d iscussion  of E than 's ch arac te r (p. 182
above), Zeena champions M attie  ag ainst E than 's roughness, and in  s p i te  of
her in v a l id 's  d isp o s itio n  to  c r i t i c iz e  and wound, she seems w illin g  to
make friends w ith h er cousin.
I t  is  made very p la in  in  Zeena's next scene in  the play th a t her 
good w i l l  turned sour only when she became aware th a t  Ethan was warming 
up to  M attie . The time i s  the w in ter following the spring of M a ttie 's  
a r r iv a l .  Ethan i s  a changed man—"in  a generous, voluble mood th is  
morning, suffused w ith the memory of h is  ta lk  w ith M attie" the n igh t 
before (Davis, p. 41). Zeena f r e ts  about M a ttie 's  incompetence and ne­
g lec t of h e r , and suggests th a t  M attie may leave them one day to  marry, 
p re tty  much as she does in  the novel; but the p rec ise  moment when her
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animosity turns to venom (no such moment is  mentioned in  the novel) is  
highly dramatized in  the p lay . I t  occurs l a t e r  in  th is  same scene:
Zeena: I got my c h i l l  l a s t  n ig h t—goin ' down them d ra fty  s ta i r s
to  open th a t door in  the middle of the n ight!
M attie: Oh, now, a i n 't  th a t a shame! Ju st you w ait one second
. . . Zeena. . . I got w ater b o i l in ' on the stove. . . and 
I ' l l  be back before you know i t !  (She takes hot w ater b o t t le ,  
e x its  hu rried ly  out L. S lig h t pause.)
Ethan: Guess th a t was my f a u l t ,  Zeenie. . . I  got gabbin' w ith
Ed Varnum about business. . . and f i r s t  thing you know. . .
I  was la te  g e t t in ' to the sociab le  to fe tch  M attie. (He 
glances a t Zeena, a b i t  se lf-co n sc io u sly  reaches fo r h is  
coat and murmurs.) Now Zeena, d o n 't you go f r e t t i n '  y ou rse lf 
. . . M a ttie 's  a l l  r ig h t ,  sh e 's  doin ' f in e . . . (Smoothly.) 
'Course I know she a i n 't  the housekeeper you are! . . .
But you c a n 't  expect th a t. (Pointedly as he s trugg les  in to  
sw eater.) One thing I  know. . . M attie a i n 't  le a v in 's  lo n g 's  
sh e 's  needed. (Gets h is  coat on and buttons i t  up.) Well, 
Jotham 's cornin' and w e 're  lo ad in ' spruce and s t a r t i n '  to  haul 
over to Andrew H ale 's p lace today. (Puts coat on.) I g u e ss 't  
I'm  a l i t t l e  la te  g e t t in ' s ta r te d .
Zeena: I  g u e ss 't  y ou 're  always la te .  . . now 't you shave every
m om in '. (The im plica tion  stops Ethan.)
M attie: (Enters w ith the hot w ater b o tt le  and a b reak fast t ra y .)
Here you a re , Zeena! (M attie h u rrie s  to  bed w ith hot w ater 
b o t t le ,  Zeena s h i f ts  about p e tu la n tly .)
Zeena: (Grabs hot w ater b o tt le  from M attie .) I ' l l  do fo r myself!
M attie: (Sets tray  on c h a ir .)  I'm  te r r ib ly  sorry  about la s t
n ig h t. . . we was ju s t  awful l a te ,  w asn 't we, Zeenie? (Ethan 
is  standing stock  s t i l l .  . . nervous and embarrassed, and 
alarmed a t what M attie is  about to say .) Well. . . i t  was a l l  
my f a u l t ,  every b i t .  . . I  went and promised Denis Eady the 
l a s t  dance and he ju s t  w ouldn't l e t  me go. . . and there  was 
poor Ethan w a itin ' out in  the cold. . . (Zeena glances from 
one to  the o ther of them, she sm iles s l ig h t ly ,  Ethan is  over­
whelmed w ith embarrassment.)
Zeena: Ethan, I thought you was la te  g e t t in ' about your business.
Ethan: A-yeah, w e ll. I ' l l  get th e re . You s e e 't  everything gets
done, M attie . . . so ' Zeena c 'n  r e s t  easy. . . I ' l l  be back 
in  time to  give you a hand around the house la te r  on. (Crosses 
to  door L. M attie  gets tray  from c h a ir .)
Zeena: Ethan! (He s to p s .)  You 'ten d  to the h a u lin '—w e 'l l  see
to the housework! (He e x its .  M attie s e ts  the tray  on Zeena's 
la p , Zeena is  watching her s te a d ily , which increases M a ttie 's  
uneasiness. Zeena looks a t the tray  f u l l  of food.) A ll them
th in g s . . . ju s t  go in ' to  w aste. . . thk , thk , thk. . .
M attie: (C heerfu lly .) You always say th a t ,  Zeena. Well. . . 
(Crosses up to  door L .)
Zeena: (Sharply.) M attie! (M attie turns quickly. Zeena composes
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h e r s e l f . )  Oh, I d id n 't  mean to  be cross; You know, I d id n 't  
s leep  much l a s t  n ig h t. (Takes s ip  o f co ffee , looks up a t  
M attie .) You been le ad in ' qu ite  a lo t  of dances w ith Denis 
Eady—la te ly ,  a i n 't  you?
M attie: (Relieved a t the turn, of the conversa tion .) Oh, w ell—
I d o n 't  know—I guess he dances a lo t  w ith most everybody.
Zeena: (S ig n if ic a n tly .)  His fa th e r  o w n s  the S ta rk fie ld  grocery.
M attie: (Innocen tly .) I  know—an' fo lks say th e y 're  re a l w ell
o ff , too.
Zeena: Denis i s  q u ite  a catch fo r some g i r l .
M attie: (c .)  My, I should say!
Zeena: (P lea san tly .)  I f  you was to  get go in ' steady with him—
c 'd  ask him over to  the house Wednesday e v en in 's . Denis is  
a mighty fin e  boy, and I w ouldn 't stand  in  your way i f  he was 
ever to  propose to  you.
M attie: (Laughs.) Oh, my—why, he w ouldn 't never do th a t!
Zeena: He might. . . i f  you was to give him the chance.
M attie: (c .)  I'Jhy—gorry—whatever put th a t in to  your head, Zeena?
And I never thought of him th a t  way a t  a l l !  I  d o n 't l ik e  him!
Zeena: Paupers c a n 't  be choosey. (Drinks co ffee .)
M attie: (Q uickly.) Oh, I'm not choosey. . . Zeena. . . h o n e s t ',
I'm  no t. Like I  was saying to Ethan only l a s t  n ig h t. . . I
says nobody a i n 't  never asked me y e t, I  s a id , and he s a id , i f  
he w asn 't m arried he might ask me h im self. . . so 'course I  
sa id , "Sayin ' th a t  d o n 't mean a n y th in '. . . But s t i l l  an ' a l l , "
I  says, " i t ' s  re a l  n ice of you to  say i t " .  . . and i t  was, too , 
w asn 't i t ?  (She beams.) And th a t 's  about as near to p roposin 's  
anybody ever—got— (Zeena is  s i t t in g  r ig id ly  b o lt upright in  
the bed, and is  s ta r in g  a t  M attie f ix e d ly .)
Zeena: (In d ica tes  t r a y .)  You c 'n  take th is .  . . i f  you 're  a mind
to .
M attie: (H astily  and f r ig h te n e d ly .) Yes, Zeena. (M attie goes to
l i f t  the tra y . Zeena lurches away from M attie . M attie upsets 
the coffee cup on the tray  and the coffee  s p i l l s  out over the 
b lankets. Zeena s i t s  r ig id ly  m otionless, s ta r in g  a t the rap id ly  
spreading s ta in . M attie i s  t e r r i f i e d .  She suddenly d a rts  
forward, s e ts  the  cup uprigh t upon the t ra y .)  Oh, Zeena! Oh, 
my! . . . i f  I 'd  only been th in k in ' what I was d o in '. . . oh, 
them b lankets i s  ju s t  ru in t ,  simply ru in t!  (Puts tray  on chest 
up C ., s to p s , s tra ig h te n s  up, glances a t Zeena h e lp le ss ly , and 
then a f te r  a moment, unable to bear Zeena's steady gaze of 
t e r r i f i c  h a tred , she mumbles f a s te r  and f a s te r . )  I  d o n 't know 
what I'm  going to  do! (pp. 43-44)
The dram atic movement in  th is  scene i s :  1) Zeena, already aware
of a change in  E than 's d isp o s itio n , discovers th a t  h is  sto ry  about g e ttin g  
home la te  does not match M a tt ie 's ;  th is  confirms her suspicion th a t he is  
fa l l in g  in  love w ith M attie . 2) Although she is  deeply h u rt by th i s ,  she
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s e ts  about to  find  out i f  M a ttie 's  a ffec tio n s  can be engaged elsewhere.
3) She discovers th a t M attie has unconsciously been fa l l in g  in  love w ith 
Ethan, and th a t 4) the interchange th a t has ju s t  taken p lace  between the 
two women has brought M a ttie 's  fee lin g s  from unconsciousness to conscious­
ness. This b i t  of ac tion  has supplied Zeena w ith a concrete and powerful 
motive to  get r id  of M attie , one which the audience can sympathize w ith , 
a t le a s t  fo r  the moment. In the novel, since the ac tio n  is  never seen 
from Zeena's po in t of view, there  is  of course none of th i s ,  nor does i t  
ever suggest a change of d isp o sitio n  in  Ethan; and there  is  no co n trast 
between h is  customary h o s t i l i ty  to  Zeena before M attie en ters  th e i r  home
and h is  fa ls e  a f f a b i l i ty  a f te r  they have fa lle n  in  love.
Thus in  the p lay , Zeena's c ru e l ha tred  of M attie and the p lo t to 
get r id  of her begin a t  the po in t where she discovers th a t  M attie  is  
taking her husband away from h e r, and no t befo re . Her s i tu a tio n  is  made 
the more poignant by the marked d iffe ren ce  in  E than 's treatm ent of the 
two women. From the novel, by c o n tra s t, we get the im pression th a t M a ttie 's
advent does not change E than 's charac te r o r even h is  behavior, but ra th e r
th a t M attie is  the f i r s t  person he has ever known who has given him a 
chance to  be h is  f u l l  s e l f .  Even a t the end, Ethan is  s t i l l  the one who 
reaches ou t, who makes the e f fo r t  toward love and peace in  h is  house. A 
comparison of the two epilogues w il l  show the d ifferen ce  in  the re la t io n ­
sh ip s. In  the k itchen  scene in  the novel, Zeena does not respond with 
e ith e r  a word or a look to anything the o ther two say; M attie  does nothing 
but complain of Zeena; and i t  i s  Ethan who introduces the only note of 
domestic concord and comfort, by remarking th a t i t  is  cold in  the house 
w ithout blaming anyone fo r i t  and by introducing h is  guest to the women 
(Wharton, pp. 173, 174). L a te r, Mrs. Hale says as she looks back on the
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p ast twenty years of the Fromes' family l i f e ,  "sometimes the tv^ o of them 
(Zeena and M attie) get going a t  each o th e r, and then E than 's fa c e 'd  break 
your h e a r t. . . When I see th a t ,  I th ink  i t ' s  him th a t su ffe rs  most. . . 
anyhow i t  a i n 't  Zeena, because she a i n 't  got the tim e. . ."  (p. 180).
This corroborates what Harmon Gow sa id  in  the prologue: " I guess i t ' s
always Ethan done the ca rin g ."
And here is  the epilogue to  the play: (Ethan e n te rs , carrying a
magazine. Zeena helps him o ff w ith h is  coat and h a t .)
Zeena: What's th a t ,  Ethan?
Ethan: Engineering magazine th a t young f e l l e r  give me. (Puts
i t  on ta b le  C.)
Zeena: Did you ge t th a t  d o lla r?
Ethan: (As he limps slowly to  h is  ch a ir L. of ta b le .)  T h a t's
what I went fo r . (S its  a t ta b le .)
Zeena: Well. . . a d o l la r 's  a d o lla r . . . but i t  a i n ' t  a whole
lo t  fo r d r iv in ' a l l  the ways over there  to  Corbury an ' back
th is  w eather. . . I  d o n 't know as I 'd  do i t  again in  the 
m orn in '. (She hangs h is  coat on peg a t door.)
Ethan: Another d o l l a r ' l l  come handy, w on't i t ?
Zeena: I was ju s t  wonderin' how much Eady's L ivery ' d get out
of th a t young fellow .
M attie: (C alling from o ff R.) Zeena—Zeenie! (Zeena crosses
to  door R ., goes out. Zeena en ters  w ith M attie in  wheel 
c h a ir , closes door. M a ttie 's  h a ir  i s  th in  and gray, and 
her face is  drawn. She i s  p a r tly  paralyzed and never moves 
except fo r an occasional surge of p e tu lan t v i t a l i t y .  M attie , 
as she e n te rs , p e tu la n tly  whimpering.) Zeenie, you h u r t ,
Zeenie. . . You done th a t on purpose. (Zeena goes to  stove— 
gets cup of m ilk—feeds M attie .)
Zeena: D on't say th a t!  You c a n 't  say th a t when I  been doin'
what I  can fo r you fo r twenty y ears . (Goes back to  stove 
w ith cup.)
M attie: Why d id n 't  you l e t  me die there  th a t n igh t when they
brought Ethan and me in  here? (She is  s i l e n t  fo r a moment— 
then she w hines.) Zeenie, I'm cold!
Zeena: Give her the b lan k e t, Ethan. (Ethan r i s e s ,  takes b lanket
o ff back of h is  c h a ir , gives i t  to  Zeena. He s i t s  as M attie 
speaks.)
M attie: No, d o n 't l e t  him touch me,—Zeenie, you do i t !  He's
so clumsy—he always h u rts  me.
Zeena: (Tucks b lanket around M a ttie 's  knees.) Sh-h-h-h! You're
w orse'n a baby, M attie!
M attie: Zeena, y o u 'l l  carry  me doxm in  the morning, w on't you?
I c a n 't  stand to  have him touch me. A in 't you never goin ' 
to  d ie , Ethan Frome!
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Ethan: The Fromes are tough, I  guess. The doctor was say In ' to
me only the o th er day. . . "Frome," he says, " y o u 'l l  l ik e ly  
touch a hundred."
The f i r s t  words are  spoken by Zeena, and show a not unfriend ly  
c u r io s ity . Ethan, on the o ther hand, seems to  be in te re s te d  only in  the 
d o lla r , while Zeena is  more concerned w ith  E than 's comfort and sa fe ty  
than w ith whether they get the  d o lla r  o r n o t. With M attie , Zeena is  
p a tie n t and g e n tle , in  s p i te  of M a ttie 's  u n g ra te fu l pe tu lance . Zeena 
seems to  have what she has always wanted—someone to be dependent on 
her and to  care fo r .
I t  seems unnecessary to say much about M a ttie 's  charac te r as i t  
i s  developed in  the p lay . Although the  Davises have added a considerable 
amount of dialogue fo r  h e r , she i s  a lto g e th e r Mrs. Wharton's M attie; the 
M attie of the play i s  the  M attie of the novel to  the very l i f e .  But the 
dram atic climax of the p lay  i s  the  re v e la tio n  of M a ttie 's  and E than 's 
fee lin g s  fo r each o ther twenty years a f te r  the acciden t: I  remember th a t
when I  saw i t ,  M a ttie 's  "A in 't you never go in ' to d ie , Ethan FromeI" 
brought a gasp of shock and h o rro r from the audience; le ss  than a minute 
be fo re , they had seen the lovers locked in  each o th e r 's  arms. The e f fe c t  
was heightened by the way in  which the l a s t  scene and the epilogue are 
connected:
(End of l a s t  scene):
FAST BLACKOUT
(The s led  is  heard in  the darkness. . . bounding f a s te r  and 
f a s te r  down the s lo p e .)
(Beginning of ep ilo g u e ):
During the b r ie f  moment of darkness before the c u rta in  r is e s  
. . . the s led  i s  heard bounding down the h i l l  w ith increasing  
speed, (p. 81)
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Then the c u rta in  r is e s  on the Frome k itchen  twenty years la te r .
The anagogia of the p lay , then , i s :  An ugly, s t i f l e d  woman who
longs fo r  love is  m arried to  a hard , unresponsive man who f a l l s  in  love 
w ith h is  w ife 's  cousin; the g i r l  responds warmly; the w ife , h u rt and em­
b i t te re d  beyond endurance, t r i e s  to  get r id  of her r iv a l ;  the lovers a t­
tempt su ic id e , bu t f a i l ,  although they are permanently in ju red ; the wife 
takes them both back to  l iv e  w ith h e r; twenty years l a te r ,  the husband 
i s  as he was in  the beginning—hard and unloving; he and the g i r l  who 
once loved him now hate  each o ther; but the w ife has found some degree 
of s a t is fa c t io n  in  her l i f e  by having an o u tle t  fo r her f ru s tra te d  love.
The dram atists  have chosen to  concentrate th e ir  s to ry  upon the 
in te rp lay  between the ch a rac te rs , w hile the n o v e lis t developed the con­
f l i c t  between ch arac te r and environment. The dram atic reason (very pos­
s ib ly  unconscious) fo r a lte r in g  the focus was probably th a t in te rp lay  
between charac te rs  i s  more dram atic, in  th a t i t  involves the emotions 
of the audience more d ire c t ly . In any case, they have succeeded in  
producing a very f in e  p lay ; but the fa sc in a tin g  thing about the drama­
t iz a t io n  is  th a t the  characters are more developed than in  the novel.
The p lo t is  the same in  both works ; but in  the novel, we know only 
Ethan: M a ttie 's  inner l i f e  we must surm ise, though we see a g rea t deal
of h e r; as fo r Zeena, she i s  kept a t  such a d istance from us th a t she 
s tr ik e s  us almost as an archetype.
In the p lay , on the o ther hand, Zeena i s  the p ro tag o n is t. I t
i s  she who moves, i n i t i a t e s ,  undergoes change. Mrs. Wharton does give
us a h in t of Zeena as the v ictim  of f ru s tra te d  love, in  the scene where
she finds the broken p ick le  d ish ; but i t  is  only a h in t .  As the drama­
t i s t s  develop her ch arac te r, her motive fo r taking the lovers back to
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liv e  on the farm w ith her becomes much c le a re r  and s tro n g er. In the 
novel, we fe e l  th a t  i t  was a grim sense of duty th a t impelled h e r, per­
haps combined w ith a d e s ire  to  put h e rs e lf  in  the r ig h t in  the eyes of
the community; in  any case, we are  not su re .
Since Zeena i s  the p ro tag o n is t in  the p lay , Ethan appears to  the 
audience more as he appears to  Zeena. We have the impression th a t the 
gentleness and the a e s th e tic  s e n s ib i l i ty  he d isp lays in  the scenes w ith 
M attie are ra th e r  the temporary soften ing  e f fe c t  of love than an essen­
t i a l  element in  h is  ch arac te r. As fo r M attie , her ro le  i s  mostly passive;
g en tle , to le ra n t ,  warm-hearted though she i s ,  she lacks the depth and
s tren g th  of the o ther two ch arac te rs . This re la t iv e  weakness was sug­
gested in  the novel—the charming g i r l  became a whining and querulous 
in v a lid . But i t  was no t c le a r  in  the novel th a t she ended by ac tu a lly  
hating  Ethan. This po in t in  the play i s  not only a b r i l l i a n t  dramatic 
s tro k e , but i s  exactly  s u ita b le  to  M a ttie 's  charac te r and circum stances; 
the M attie  Mrs. Wharton created  would have eventually  hated Ethan.
A ll in  a l l ,  one can see what Mrs. I^harton meant when she wrote 
th a t h er characters were " tran sp o rted  to  the stage w ithout lo ss  or a l te r a ­
tio n  of any s o r t" :  although the characters of Ethan and Zeena were
a lte re d  (I claim ), and as a re s u l t  Ethan lo s t  a good deal of s ta tu re ,  
s t i l l  the a l te ra t io n  e s tab lish ed  a c lo se r and more convincing re la tio n ­
ship between the charac te rs  and Mrs. Wharton's p lo t;  the e f fe c t  of 
s ta rk  tragedy was not lo s t ;  and perhaps most im portant, as a work of 
a r t  the play is  worthy of the novel.
CHAPTER VII
CONCLUSION
I  have t r ie d  to  show th a t  of the four dram atizations under con­
s id e ra tio n , th ree  are  based on anagogies d if fe re n t from those of the 
corresponding novels. The play th a t does seem to  follow the novel 
c lo se ly . The Great Gatsby, i s  of r e la t iv e ly  poor a r t i s t i c  q u a lity ; of 
the o th e rs , tifo are very fin e  pieces of work, whereas one. The Old Maid, 
seems to  me a lso  ra th e r  poor. Although of course four plays are fa r  too 
few to  have any s t a t i s t i c a l  s ig n ific a n ce , s t i l l  the foregoing analysis  
suggests th a t the q u a lity  of a dram atization does no t depend upon i t s  
f id e l i ty  to the anagogy of the novel th a t in sp ired  i t .  What a f i r s t -  
ra te  d ram atist apparently  does is  th is :  ra th e r  than attem pting to
render the anagogy of one work of a r t  in  another a r t  form, he is  in sp ired  
by various elements in  the novel to  form an anagogy of h is  own.
This in  tu rn  suggests th a t any process of in te rp re ta t io n —any 
a e s th e tic  response th a t has s ig n ific an ce—involves the form ation of a 
new anagogy in  the mind of the p e rce iver. "Anagogy" i s  a synonym fo r 
"meaning" (one, i t  i s  to  be hoped, th a t adds some c la r i ty  to  the concept). 
Thus, fo r  the p e rce iv e r, a work of a r t  i s  a p a r t of the general stream 
of experience to which he a ttaches meaning. But th is  i s  not to  say th a t 
there  is  no d is t in c t io n  to  be made between experience of a r t  and experi­
ence of l i f e .
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What then is  the d is tin c tio n ?  A c ru c ia l,o n e  appears to  be th a t 
a work of a r t  i s  made by somebody. I t  is  an attem pt of a human mind to 
order some elements of experience (we may leave aside the question  of 
" a r t  trouvé ,"  s ince  no one claims th a t novels and plays are produced fo r­
tu ito u s ly ) . I t  follows th a t when we try  to  respond to  a work of a r t ,  we
may assume th a t i t  can have a meaning fo r u s . This is  an assumption
th a t we cannot make about phenomena in  g enera l, unless we are committed 
to  c e r ta in  re lig io u s  or p h ilo soph ical b e l ie f s ;  and even then, we need 
not b e liev e  th a t a l l  phenomena have a meaning th a t a s in g le  human mind 
can apprehend. But a work of l i t e r a tu r e ,  s ince i t  was created  by one
human mind, can presumably be apprehended by another. When we approach
a work of a r t ,  then , we try  to  understand i t ,  whereas our response to  
experience in  general i s  th a t i t  needs to  be understood only to  the de­
gree necessary to  enable us to  deal w ith i t .
Another c lo se ly  a l l ie d  and perhaps equally  c ru c ia l d is t in c tio n  
is  th a t  we are free  to  accept or r e je c t  a r t ,  whereas much of experience 
is  imposed upon us. Hence the n ecess ity  of evaluating  a r t :  is  the ex­
perience of a given work of a r t  one to  which we can a tta ch  meaning? 
one th a t produces in  us a c le a r  and a t  le a s t  tem porarily a l l- in c lu s iv e  
o r ie n ta tio n  of thought and sentim ent? Perhaps th is  is  only another way 
of s ta t in g  the standard  suggested in  the in tro d u c tio n : a work of a r t
may be judged by the c la r i ty ,  v iv idness and depth of the v is io n  the 
a r t i s t  makes us see .
But, given the d ifferences in  human experience, the v is io n  the 
a r t i s t  makes us see can never be p re c ise ly  the one he saw h im self, and 
our own v is io n  is  to  some degree our oto c rea tio n . N evertheless, given 
the s im ila r i t ie s  in  human experience, th e re  i s  apparently  a close
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connection between the c la r i ty  and a ll- in c lu s iv e n e ss  of the anagogy h is  
work can produce in  another mind. Thus, f in e  novels in sp ire  playw rights 
to  try  to  dram atize them. But the q u a lity  of the dram atic in te rp re ta ­
tio n  seems to depend not so much upon i t s  f id e l i ty  to the n o v e l is t 's  
v is io n  as upon the q u a lity  of the d ra m a tis t 's  own v is io n  (and of course 
h is  s k i l l  in  tran sm ittin g  i t ) , fo r which the novel has furn ished  him the 
m a te ria l. I f  f ic t io n  is  the im ita tio n  of an a c tio n , i t  i s  h is  own inner 
ac tion  the  d ram atist must im ita te . And since  the p re sen ta tio n  o f a play 
depends a lso  upon the ac ting  company, th is  process of forming a new 
anagogy upon the o ld  must take place repeated ly : the d ire c to r ,  a c to rs ,
stage  designers , e t c . ,  must c re a tiv e ly  in te rp re t  the d ra m a tis t 's  work, 
as the d ram atist has in te rp re te d  the n o v e l i s t 's .  This i s  why two in te r ­
p re ta tio n s  of a g re a t play can be q u ite  d if f e r e n t ,  and y e t equally  good.
And y e t i t  does not seem th a t a work of a r t ,  considered as the 
m a te ria l from which a d if fe re n t work of a r t  may be wrought, is  in  exactly  
the same category as any o ther p iece of l i f e  experience an a r t i s t  might 
use fo r  m a te ria l. The content of a novel, fo r example, is  much more 
concrete than the happenings i t  describes would be i f  they occurred in  
re a l  l i f e ,  and th is  concreteness imposes r e s t r ic t io n s  upon the d ram atist.
I f  we were to  form our judgment on the b asis  of the four plays under d is ­
cussion , we might conclude th a t the b e t te r  the d ram atis t, the more s e r i ­
ously he takes the r e s t r ic t io n s .  Both A ll The Way Home and Ethan Frome 
seem to  be dedicated and painstak ing  attem pts a t  ad ap ta tio n : every e f­
fo r t  was made to  g e t as much of the novel onto the stage  as p o ssib le , and 
to  omit from the p lay anything th a t was not in  the novel. The Great Gatsby 
and The Old Maid, on the o th er hand, a re  f u l l  of in te rp o la te d  scenes, in ­
te rp o la ted  dialogue, and gross d is to r tio n s  of much of the m a te ria l th a t
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was taken from the o r ig in a l. In  the two b e tte r  p lay s, such d is to r tio n s  
as there are are fa r  more s u b tle , and one gets the im pression th a t the 
dram atists would have avoided them a lto g e th er i f  they could.
Perhaps the crux of the d raraa tizer's  problem is  th is :  because
of the various physical circum stances which influence the psychic s ta te  
of the p e rce iv e r, a given anagogy demands a p a r t ic u la r  a r t  form fo r i t s  
accurate im ita tio n . I f  th is  is  so , then any attem pt to  t ra n s la te  a f i c ­
tio n  from one medium to  another w il l  in ev itab ly  produce a d if fe re n t 
anagogy. Does th is  leave us w ith no c r i t e r i a  fo r evaluating  how sue- . 
c e ss fu l a dram atization i s ,  as d is tingu ished  from how good a play is?
I b e liev e  n o t. There are  v a lid  c r i t e r i a  fo r determining how successfu lly  
a novel has been adapted to  the  s tage : when we undertake th is  kind of
judgment, we consider many elem ents, such as arrangement and emphasis of 
the episodes, c h a ra c te r iz a tio n , atmosphere, and o th ers ; and i f  most or 
many of these are su ccessfu lly  tra n s fe rre d  from one medium to the o th e r, 
we judge th a t the adap ta tion  i s  a good one. The po in t is  th a t very su b tle  
rearrangements of these elem ents, or additions to them or sub trac tio n s  
from them, seem to  produce a s ig n if ic a n t a lte ra t io n  in  the anagogy; and 
consequently we cannot judge the success of a dramatic adap tation  by how 
fa i th fu l ly  i t  has reproduced the  anagogy of the o r ig in a l novel.
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